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CORRIGENDA 



Page 1 6, 1 (A), First tenor note, /or C read B 

93, K, Third baas note, /or G read B 

119, Tone vi, delete the-' natural ' 

lao, D, foorth chord, /or B read A, and delete the 'sharp' 
and in the fifth chord, /or F read D 

125, D, the same three corrections 

and in the sixth chord, add A under C 
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petitors which is its first and best justiticAtion. For every fresh 
Psalter has been a witness to the failure of all before it to 
satisfy some considerable number of people. Of course, some 
new Psalters, accompanied with chants, are partly due to a 
desire for better chants, or better choice and assignment of 
chants; but all alike set themselves to amend the pointing. 
This failure of all existing pointing is further shown by the 
warm controversy between the two 'systems' under which 
they are all now classified, the so-called 'Cathedral' system, and 



made to move * in fetters,' or * m a strait waistcoat,' or dnllea, 
against nature, to keep step with the measured tread of metrical 
music ; and by protests on behalf of the solemn tone and stately 
rhythm of the Psalms, against the undignified 'jingle ' of many 
Anglican chants. 

^ Much of Parts I and IE of this Introduction appeared in substance 
in The Organigt and Choirmatter, of January and February 1805 where 
it gave rise to much interesting discussion, of which advantage has 
been grateiully taken in its revision and enlargement. 
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* Tox aneiOa verbid 

ANEW pointed Psalter may justly be challenged to justify 
its claims in the face of more than a score of predecessors, 
Anglican and Oregorian. But it is this very multitude of com- 
petitors which is its first and best justification. For every fresh 
Psalter has been a witness to the failure of all before it to 
gatiafy some considerable number of people. Of course, some 
new Psalters, accompanied with chants, are partly due to a 
desire for better chants, or better choice and assignment of 
chants; but all alike set themselves to amend the pointing. 
This failure of all existing pointing is further shown by the 
warm controversy between the two * systems' under which 
they are all now classified, the so-called 'Cathedral' system, and 



the soHsalled ' Church ' system ; and by many appeals for some 
reform, or vigorous condemnations of the methods now most 
prevalent, from experienced Organists, Choirmasters, and Clergy. 
And a more general dissatisfaction is also shown, and at the 
same time its unrecognized cause is unconsciously revealed, 
by such expressions of dislike as * choppy chanting,' 'rigid,' 
' cut and dried,' chants, and by complaints that the Psalms are 
made to move ' in fetters,' or ' in a strait waistcoat,' or drilled, 
against nature, to keep step with the measured tread of metrical 
music ; and by protests on behalf of the solemn tone and stately 
rhythm of the Psalms, against the undignified 'jingle ' of many 
Anglican chants. 

1 Much of Parts I and n of this Introduction appeared in sabstance 
in The Organist and Choirmaater, of January and Febmary 1805 where 
it gave rise to much interesting discussion, of "which advantage has 
been gratefully taken in its revision and enlargement. 
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The secret of this failure is to be found in the point from 
which all existing pointed Psalters start, viz., that, the chant 
being what it is, the words of the Psalms must be made to con- 
form to it. 'The Anglican chant is a faxi^* they say, and 'it is 
a melody of seven (or five) bars'; in other words, it is a 
metrical tune, like a hynm tune, except as regards the reciting 
note ; and some deny even this exception. 

But there is nothing sacred about an Anglican chant. If it 
comes into collision with another fact stronger and more un- 
alterable than itself, it must either conform thereto, or make 
way for something else ; and that other fact is this ;— that the 
Psalms and Canticles are wmrmtMtiol ; they are in what is called 
fret rhythntf or rhythmic prose, the grandest form of poetry, but 
not in metre. And they and their poetic form are sacred and 
unalterable, except with a violence which is sacrilege. It is the 
hitherto constant struggle between the tyranny of the rigid 
metrical chant, and the free-born, but fettered, Psalm rhythm, 
that has caused, without being generally detected, the dissatis- 
faction and murmuring about Anglican chanting. And the 
remedy must be foimd in a different conception from that com- 
monly entertained as to the true nature and form of the Chant, 
and its relation to that of the Psalm ; this Psalter is not, there- 
fore, merely one more endeavour to repoint the Psalms, i e. to 
improve the usual pointing in particular passages; it is an 
attempt to reconsider the matter afresh ; to go back to first 
principles. 

It is not necessary, of course, to insist upon the first principle 
of all, — that church music is wholly for the glory of God and 
the help of man in worshipping Him ; it is enough to begin 
with the principle embodied in our motto, ' Vox ancilla verbi,' 
— ' Music the handmaid, not the mistress, of the words '; and to 
remember that, as far as chanting is concerned, the words are 
not only fixed for us by the Church, but consecrated, in their 
form as well as their spirit, as part of Holy Writ. And the 
true question is^ and should always have been, not how to make 
the Psalm-verse fit the form of a chant, but how to make the chant 
serve the rhythm of the Psalm-verse, 

In attempting to carry out these principles four leading 
points have been kept in view. 



AND TRUE ANTIPHONY 



Leading purposes. 

FiBflT. To reoover a greater f^reedom firom metrioal bonds 

to the Bhythm of the Psalm, and more elastioity and variety 

of form to the Ohant. 

I must here at once acknowledge my very great debt to Mi: 
John Heywood, whose interesting and suggestive little book on 
the Art of Chanting (Clowes) gave me the doe to the rhythmical 
defect in most English Chants, and to the true remedy ^ 

Seoomdlt. To escape the neoessity* involved so constantly 
in the prevailing systems, of putting fUae emphasis on un- 
important words. This second object is gained, incidentally, 
and yet completely, through the methods employed to obtain 
the firsL 

Thibdlt. To obtain smoothness and dignity, and to rid 
our chanting of the tripping, un-Psalmlike jingle of dactyls 
and anapaests, whether of notes or syllables. (See p. 6 III, 
and p. Z7, note.) ^ 

FouBTSLT. To rtetore the true Antiphony or Responsive- 
ness, whioh exists within each Psalm* verse, and within each 
single ohant, and also within each half of a double chant, — 
as well as between the sides of a ohoir (and congregation). 

To these four leading purposes everything, however un- 
necessary-, or irrelevant, or fanciful, it may at first sight appear, 
i8 directly referable and subservient. 



The Foetioal Form of the Fsahns. 

Our first consideration must be the words of the Psalm- 
verse,— the fonn and character of their poetry. 

The Psalm-verse, as distinguished from ordinary prose oh 
one hand) and from metrical hymns on the other, has two 
marked characteristics of its own. 



1 To anticipate misapprehension it may be well to say that absolute 
iVeedom in concerted singing is obviously unattainable ; and to add 
tliat the** free rhythm' here spoken of has nothing in common with 
the ' free chant ' of the late Mr. John Crowdy except a common aim. 
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These two characteristics are : — 

(i) Fbbb RflmHM ; that is to say, there is no fixed measured 
length of lines, no regularity in the fall of the accent, no 
feet, no rhyme — and yet there is a certain undefined rhjrthm, 
or well-proportioned distribution of the irregular accents, 
which gives them the true ring of poetic form, and a dignity 
far excelling that of any but the best examples of metrical 
▼erse. It is, in short, a free recitation, and primarily nothing 
but a recitation, with only such inflexion of Toice at oeriain 
points as will give expression to its other characteristic, viz. : — 

(a) AmiPHOKT or Betponsiveniaa. Each yerse contains in itself 
A yerse or yersicle in its first half, and a response in its last 
lialf. In order to realize this, let the reader, if he is not already 
aware of it, recite almost any verse, inserting * yea ' immediately 
after the dividii^g colon, or in some cases ' even/ or ' yea, even,' 
and if it does not interrupt, but rather develops, the sense, 
it obviously shows that there is this responsiveness : e.g., ' O 
come let us sing unto the Lord : (yea) let us heartHy rejoice in 
the strength of our salvation.' — xcv. i. < O Lord, how glorious 
are Thy works : (yea) Thy thoughts are very deep.' — ' An unwise 
man doth not well consider thia: (yea) and a feol doth not 
understand it." — ^xcii. 5, 6. 'The waves of the sea are mighty 
and rage horribly: (yea) but yet the Lord, who dwelleth on 
high, is mightier.' — ^xciii. 5. ' Because they provoked his Spirit : 
(even) so that he spake unadvisedly with his lips.' — * Neither 
destroyed they the heathen : (even) as the Lord commanded 
them/ — cvL 33, 34 ; see also v. 36. It is indeed only in few in- 
atanoes, and in most of these because of mistakes in our Prtkjer 
Book translation or punctuation, that it wiU be found to fail. 

To the truth of this antiphonal structure we have also a three- 
fold external witness, viz. (i) each verse divided into respon- 
sive halves by the colon or ' point ' (see Title-page of the Book 
of Common Tn,jw\ or in Latin Psalters by an asterisk ; Xa) 
each chant divided into more or less musically responsive 
halves by the double bar-line ; (3) each choir divided into 
responsive sides. Decani and CafUoris \ 

' These chaiacteristios of the PSalxn-verse are not, indeed, confined 
to the * Psalms of David,' as we call them, bat are fonnd in certain 
isolated Psalms or Songs in the Old Testament, e. g., his Lament over 
Saul and Jonathan (3 Sam. i) ; the two Songs q£ Moses ; the Songs. 
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The reguU qf this on the aeledum qf Chants, These two charac- 
teristics of the PsaUn-MTM are, then, the tests of a true Psalm- 
chant. No chant, no pointing, no chanting, which does not 
conform to these, has any claim to our acceptance. 

I. A chant therefore is by them oondemned : — Xf *^ f^^ ^ 
rsoogrmse and reaped the reciUUion as the esseniial and predominant 
demenij and the rest aa being merdy an if^ftexien and doae qfii. And 
this it fails to do — 

(a) If it does not leave as many aa possible of the words free 
for recitation — if, that is, the two melodies or inflexions (com- 
monly called the Mediation and Cadence) demand so many 
syllables as are now generally assigned to them upon the mis- 
taken supposition that each melody requires a strong initial 
accent, for which a suificiently strong syllable cannot be found 
without trespassing backward upon what should be the free 
recitation. 

(b) If by reason of a wide rising interval at the end of the 
monotone emphasizing this accent, or of a melody made pro- 
minent by other striking intervals or zigzag movements, the 
eflTect produced is that of a marked tune, starting from that 
accent and sharply distinct from the recitation, rather than a 
smooth inflected extension of it ; for the recitation ia thereby 
thrown into the shade,, and becomes a mere preliminary to this 
tune. 

(c) If either reciting note is out of easy reach of any ordinary 
voice for free natural recitation, without strain or huriy. 

II. A ohant is oondemned: — If for any reaaon the acoenJt upon 
the last note qfaU ia inrepre83iblustrongf.ajid so produces the awkwardly 
heavy accent, — ^the * Anglican thump '^K>n the final note, which 
is one of the worst features of the prevailing system, leading, as 
it does, to an intolerable accumulation of syllables upon that 
note, of which we shall have to say more presently. And this 
is always the case in Anglican chants if the- melody in the last 
bar but one of the chant is broken into two minims of different 
pitch, and cannot be vmtten as one semibreve, so as to receive 
all the one concentrated accent which; — as will be presently ex- 
plained, — is alone allowable in the cadence. This point is so 



of Hjknnah and Habbaknk ; the Visions of Balaam ; and in the fonr 
primary Canticles of oar Daily Prayer, and, with exceptions, in the 
Psalm QuicungtM Y*iU or Athanasian Creed, 
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ably advocated by Mr. Heywood in his little book referred to 
aboYe, that the reader cannot do better than study it there. 

III. ▲ chant is condemned: — If it contain anywhere in the 
Mdody two crotchets in the place of a minim — producing, as they 
always do, the undignified jingle of a dactyl or anapaest — 
unless they are sung as if they were minims, making, with the 
other minim, three minims in succession, — ^see Tone vi, p. lo. 

IV. A chant is condemned : — If it be for any reason irrtformably 
metrical in character, 

V. A chant is condemned :—^it fail to represent the antiphoncU 
character of the Psalm- verse, 

(a) If, for instance, there is no musical responsiveness between 
its Mediation and Cadence. This £ailure is most common in 
double chants ; for no responsiveness between the two pairs of 
phrases, even where it exists, makes up for a failure between 
the Mediation and Cadence of each pair ; for it is there that we 
find the never-failing antiphony of each Psalm-verse. Unfortu- 
nately, a large number of modern chants, single and double, 
have been written during a period, apparently a very long period, 
in which the true conception of antiphony had been lost, and 
a mere alternating repetition of a whole chant with a whole 
verse (as in our reading of the Psalms) was substituted for it. 

(6) And again, if the reciting notes of the two halves are so 
diflforent as to produce a contrast between themselves, calculated 
to obscure the only desired contrast of challenge and reply in 
the two endings. Mediation and Cadence. The less difference 
between the reciting notes the truer it Is to the original con- 
ception of a chant, and to the actual form of the ancient chant, 
as well as to the natural utterance of two presumably equal 
bodies in colloquy. All genuine ancient chants have the same 
reciting notes in both halves. 

(c) And again, if the sense of expectation of a reply is lost by 
an undue fall at the end of the first half. 



These conditions may seem so exacting as to leave but few 
chants available ; but this is by no means the case ; there is 
no difficulty in finding an amply sufficient number, without 
reckoning several expressly written to meet them. We do not 
want such a multitude of clumts asi are now in use. The con- 
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tinual production of new chants has begotten more than one 
eviL It fosters a tendency to aim at clever compositions, chro- 
matic harmonies and enharmonic changes, which are suitable 
neither to the simple dignity of the words, nor to the brevity 
and frequent repetition of a chant. The best chants are the 
simplest, the smoothest, the most diatonic and transparent. 

Again, we cannot but see that the unceasing supply of chants 
in the easy metrical form, however beautiful they may be as 
tunes, is a serious hindrance to the recovery of our English 
chanting from its unsatisfactory condition. It is estimated that 
there are little less than two thousand modem chants in more 
or less use, all claiming a sort of vested interest in the main- 
tenance of the faulty system under which they were written. 
It should be remembered that a very small number of chants 
has sufficed for the whole of Western Christendom outside 
England for centuries ; the largest collection of Oregorians of all 
periods and localities that I know of, contains less than the 
number of the Psalms ; and it seems that at Saint Paul's about 
the end of the seventeenth century their whole repertory of 
chants was seventeen. 

' Nay, more, there is little doubt that the modem multiplica- 
tion of chants has exercised a further unsuspected influence in 
the direction of that rigid fixity of form of which complaint is 
made. When chants were not more, but less, in number than 
the Psalms, as of old, each Psalm would naturally have some 
one of the chants permanently assigned to it, not perhaps imi- 
versally, but locally ; and the chant, through frequent use with 
the Psalm, would learn to adjust its then more flexible form to 
the varying rhythm of each verse, and this mutual adaptation 
would become traditional, familiar, and, notwithstanding its 
variations, easy for all to follow. When, however, in England 
chants came to be written in considerable number, and written^ 
not for this or that Psalm, but ad independent pieces of music, 
it was necessary that each chant should be able, as it were, to 
' stand alone,' — self contained, — ^with a defined and measurable 
form of its own ; and when aU the chants were to be used inter- 
changeably with any Psalm, it was also necessary that the form 
should be one and the same for all chants; and so, conse- 
quently, that every verse -of every Psalm should be cut up, 
measured out, and made to fit this one fixed rigid form, however 
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much its rhythm and length might resent this Procrustean 
treatment. 

It is not, of course, to be supposed that we can now recover 
altogether the simplicity and flexibility of those early times, 
when psalms were chanted only by small bodies of monks or 
singing-meni and this daily to the same elastic Tones, and when 
there were no such difficult conditions as thoughtless volunteer 
choir-boys and wholly untrained congregations. 

No doubt we must face some sacrifices; a sacrifice of old- 
notionSi and old habits ; a sacrifice of some little trouble to 
overcome these, both in ourselves and otliers ; and a sacrifice 
of some old favourite chant-tunes. But it by no means involves 
the abandonment of Anglican chants ; it is indeed an effort to 
save all (and they are many) which either do now conform, or 
can be easily made to conform, to the conditions which are 
demanded by a true regard for the words of the Psalms ; and, 
be it observed, any other favourites, especially double chants, 
can Ije freely used to selections from metrical versions of the 
Psalms (Stemhold and Hopkins, or Tate and Brady), or to 
almost any of our simpler hymns, with excellent effect ; and 
this is the true consistent use of them — metrical chants to metrical 
paalma — used, of course, as hymns. 

It must be confessed, indeed, that there is some reason to 
fear that the present attempt will not be popular at first with 
' the many ' ; it appeals rather to those who are responsible for 
the dignity and truthfulness of our Church's worship, and 
whose duty it is to lead others upward. The many as yet, one 
reluctantly admits, think too little of the words they sing ; they 
like music, and such music as pleased that * merrie Monarch,' 
* that brisk and airy Prince,' Charles II, who * liked music in 
Church to which he could beat time' (HuUah, from Pepys, 
quoted by Heywood). Neither popularity nor facility is a true 
and honest test of good church music, and least of all in con- 
nexion with words so sacred and so spiritual as the Psalms. 
And as to difficulty in practice, there is absolutely none in the 
method itself, but only such as must alwayH meet us for a time 
while shaking ourselves tree from the ideas and habits of a 
discarded system. 



The Witness of History. 

I. Antiphony. — It will be expected that what has been said 
should be justified by reference to the theory, origin, growth, 
and history of the chant. History will not carry us far back. 
Psalms had been chanted, as the chief element in worship by 
Hebrew and by Christian for 1500 years before history shows 
us a chant. But it is safe to assume that the germ of the chant, 
and its essence, was a simple recitation on one musical note 
(higher or lower as the character of the Psalm dictated) by two 
responding bodies of singers, reciting the two responsive halves 
of a Psalm-verse ; but this in practice would immediately de- 
velop into something more. Let any two individuals (or bodies) 
recite on a note, antiphonally, by half-verses, a few verses of a 
Psalm, and they will soon crave, not only some relief from the 
monotone, but some very simple inflexion — rise or fall, at the 
end of each half-verse— to express in the first an expectation of 
reply, and in the second a satisfaction of that expectation by a 
cadence — the monotonic recitation still remaining the essential 
part. Now, when history at last does show us chants in the 
so-called Gregorian tones, it reveals to us, in the simpler and 
shorter forms of the 8th and other Tones, exactly this primitive 
pattern. But a further natural development had taken place in 
most of them, and the infiexion had extended backward, by 
two notes at least, further over the recitation : and we get 
nearly to the pattern, in Ungth, of our Anglican chant. It will 
not be necessary to notice the further extension of the melody, 
which is found in later times in festal forms of the ancient 
chant. 

II. Timeleasness.—The original chant would be timdess. The 
primitive recitation would have, of course, no accentuation of 
its own, apart from that of the words, which would vary with 
every verse, — no measured beats, no bars, no fixed relative 
length of notes. When the one note of responsive inflexion 
was introduced at the end of each half-verse, this alone would 
have its accent, which would in the nature of things fall on the 
last strong syllable Mrithout any pre-arrangement or ' pointing.' 
When this note developed into more, still there was no regula- 
tion of their time, no fixing of their accent. No marks of time 
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were lued or known. And this is made more clear by tlio 

remarkable £ict that so free, so innocent of the bonds of 

measured time, were the old church musicians, that they 

sometimes put three full notes (let us call them minims) in 

t>ie space, not the time, of what we reckon a bar of common 

time, e.g. I 

6th Tone. 
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And even when extending, in later times, the melody still 
further, in the festal form?, it is remarkable how free and 
irregular and unmetrical they contrived to keep them. Nay, 
even when they wore composing melodies for ^netrical hymns, in 
which we hold ourselves rigidly bound to strict measure and 
time, they seem to have revelled in breaking away from 
obedience to the metre of the word^, and in giving irregular 
numbers of notes to a foot. e.g. H. A. & M., 97 177, 483, 486, 509; 
and it is a hopeless mistake of our modern editors to endeavour 
to divide them up into bars. Tliis free treatment of meirical 
hymns need not be imitated in modern music ; but it is of the 
etisence of chants, which are sung to non'tnetriccd words, to be free. 
And it is the fundamental and fatal want of our modern chants 
tliat they rivet the fetters of strict time upon the essentially 
fi*eely moving rhythm of the Psalms and Canticles. 

There are in this Psalter no marks of time, no bars^; and 
though it is necessary to use the ordinary notation, breve, 
semibreve, minim, &c., tliese are not to be taken as having 
any fixed relation of length to each other ; the semibreve, 
for instance, is longer than a minim, but not just twice as 
long. Measured time is the ruin of good chanting, the true 
characteristic of which is elasticity in accord with the free 
unmeasurad rhythm of the words. Measured or metrical music 
is only suited to metre, as in hymns and metrical psalms. 

The reader may be inclined to say that this free rhythm and 
irregular time and accent i^ contrary to what he has been taught 
of the rules of musical form, as laid down by authorities such 
as Professor Prout. But all those rules are merely the formula- 
tion of the facta observed in modern music, which ia in almost 

* Bars wero not used in chants till about the middle of the last 
century. 



all its forms metricaL The chant (including in this term the 
versides and responses of our services, as well as the Psalm- 
chant), is an ancient and peculiar class, sui generis, and cannot 
be judged or treated by the rigid rules of measured music ; 
a freedom which it shares with all true recitative (see Grove's 
Dictionary), and with the ancient (and modern) unbarred 
services, such as the Misaa de Angelis and the Missa Regia, 

Attempts have been made to ascertain by analysis the 
musical ^form' of a chant, but they can only end in a failure 
because they begin with a fiction. The chant is taken as 
* a melody of seven bars ' ; but this is not a fact — except on 
paper. The first and fourth bars are not bars in any true 
sense, but unmeasurable recitative, intervening between two 
inflexions, isolating them and throwing them out of ' formal ' 
relation to each other and to the whole ; while the inflexions 
themselves, sung to ever-varying forms of words, are made 
metrical only by forcing these words by extension or com* 
presMon into one and ever the same form by the use of bars. 

It has been necessary thus to insist with some earnestness 
upon the rightful freedom of the chant from the bondage of 
strict metre, because the contrary conception has so widely pre« 
vailed as to close many minds against our proposals. But we 
are quite free to admit that so far as two isolated half-bars (of 
I measure, see p. 15) somewhere in a recitation of unfixed 
rhythm and length, and a bar and a half isolated at the end of 
it, can constitute metre, so far indeed a chant may be c;Uled 
metrical. The essential point is that, the words of the Psalm* 
verse being absolutely unmetrical throughout, it is only the 
smallest possible portion of them that ought to be brought 
under the constraint of even that amount of metre. 

The liberation of the Psalm-verse from the tyranny of metrical 
chants is the point to be aimed at. The bondage of modern 
muFic to strict time and measure is in nothing so manifest as 
in this— that, whereas the musicians of old freely broke through 
the metre of metrical hymns, our modern musicians take the 
prose parts of our Prayer Book, the Creeds, the Kyrie Eleison, 
Sanctus, and Gloria in Excelsis, and cut them up into equal 
metrical feet or bars (as they do also with the Canticles) when 
setting them to so-called ' Services.' It is, however, by no means 
meant that this ia at all undesirable ; for in these ' Services ' the 
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melody is not fixed, as in a chant, but is varied verse by verse 
as desired, to suit the varied rhythm of the words, and, more- 
over, the constraint of measured time being continuous through* 
out gives a certain evenness and consistency of movement which 
tends to smoothness and dignity, though it often has an e£fect 
upon the words not unlike that upon horses constrained to keep 
step to music But in chants with an unconstrained recitation, 
and a sudden change to a barred inflexion, the continuity is 
lost, and the metrical e£fect is intensified by the contrast. 

III. Vooal unison and harmony. — But, it will be said, ' Tou 
cannot help having measured time with vocal harmonies ; you 
cannot without it keep the i>arts together.' Perhaps this is in 
a measure true, except with highly trained choirs and daily 
service. But supposing it to be so, is vocal harmony so absolutely 
necessary for aO parts of church worship, as to rightly override 
a due regard for the true form and rhythm of the words? 
Especially is it necessary for chanting? One cannot wonder 
that there is an evidently growing tendency towards unisonous 
chanting with organ harmonies. The great authority of 
Dr. Hopkins, and of Dr. E. O. Monk and Sir F. A. G. Ouseley, 
who have published collections of chants expressly for use in 
this way, and the advocacy of Sir G. A. Macfarren and other 
experienced Church musicians, all point in this direction. 
And it must be remembered that chants are the oldest form 
of church music, that they were in possession for ages before 
harmony was introduced at all ; that in countries where their 
reign has been unbroken they have maintained their unisonous 
simplicity, grandeur, and freedom ; that in England only, and 
after an almost total collapse of chanting and other church 
music for a generation, in the seventeenth century, and during 
its long period of weakly convalescence, they submitted to be 
brought by degrees under the bondage of (barred) harmony. 
Harmony, then, magnificent discovery as it was— carrying all 
before it and even sweeping away from the great field of secular 
music all the old * Modes ' but two, because they would not 
readily submit to its demands — nevertheless fell back respect- 
fully before the old simple church chant, and, except in modern 
England, left it untouched, because it recognized its claim to 
a freedom of utterance which vocal harmony could not follow. 
The rule, not indeed without exceptions for festal settings, down 
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to the end of the sixteenth century in England also seems to 
have been unisonous chanting (Heywood). 

A further and very practically conclusive reason against vocal 
harmony in chanting is that it is incompatible with antiphonal 
chanting of any kind, except in those few churches where the 
choir can always muster a full and equal complement of all 
parts on both sides. 

Is it then unreasonable— with the whole of the rest of the 
Prayer Book open to harmony — to ask exemption for the Psalms, 
and for the Canticles when chanted ? 

But it is pleaded with some reason that with unisonous 
singing, even with a limited rango of reciting notes ^, the 
strain is too great for the basses, and will injure their voices. 
This would in some choirs be a strong plea, and we would 
let exceptionally low voices sing the bass part from the Organ 
Edition ; but no other parts must be sung, and the bass only 
under conditions (see Practical Suggestions to Choirmasters, p. 53). 

It will be seen presently that vocal harmony in chanting 
is chargeable with a further mischief still (see p. 15, note). 

Any one who is still unconscious of the wrong done to the 
Psalms by the prevailing manner of English chanting ; and 
is still unwilling to face the sacrifice of some popular and 
musically beautiful strains and of vocal harmony (in chanting 
only) ; who cannot face the passing trouble of overcoming old 
liabits; who loves too well the easy mechanical guidance of 
measured music ; or who, finally, rejects anything that is, or 
appears to be, new;— will, of course, not be open to conviction 
of the need and advantage of this Psalter. 



Part n. 
Application of these Principles. 

1. Pointing and Accentuation. — We have now to cons»ider 
the application of the principles hitherto advanced to par- 
ticulars ; and, first, to pointing. 

* With the exception of one chant assigned to the Benedicite, where 
the recitation is very short, there is no reciting note in this Psalter 
above C. 
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I. PoiifTiifo * In the Adjuiiment of the accMtsd noto« of a chant 
(whidh Am flxod an to their poeltion) to the aeemttd sylUblee of 
thtt I*HAlm«V(irM), whiflli are not so fixed ; hence the difficulty of 
it* Atul tiiie difficulty In greater in Engliih than in Latin or 
otiior lAngungoH, becauee of our ' iledge-hammer ' accentuation^ 
UN foreiKnerN call it, which renderi the iuppression of an 
awkwardly plAcml Mtrong ftyllable, or the Ahifting of the accent, 
or Hlmplo Hyllablo pointing, rulnouA to the aenae and to the 
rhythm ; whereas In Latin, where accentuation Ia no much 
Illl)tt(«r and mot*e diffi»ed, It ie not difficult to do thi». 

It In evidnnt thAt the fewer the strong Accents, the less will bo 
the diffiouity of Adjusting them to the right syllAbles; because 
the fewi»r will \w the strong syllables required to bear them. 
Ill a word, the Iom pointing the better. And in this Psalter, 
til king sevon PnaUus at haxard, the average number of syKables 
that are brought under the melody, as distinguished ft'om 
the reel ting-note, is 5|— whereas in the same Psalms in the 
^OathedrAl Piialter' tlie average i^uHthmU reckoning their quasi- 
bar at the clone of the monotone) is ^, 

Hut to understand the bearing of this we must understand 
the true ain^ituatiun of an Anglican chant and the true relation 
of its parts, 

8. TllH AOORNTUATION AND PARTmOK OP A CKAMT.—It haS been 

hitherto genemlly supiHMtul, as we have said above, that an 
AnglUmn chant is by nature and necessity a metrical tune, 
oonsUtIng of seven l>ani, with Ave strong and nearly equal 
tlxed amHuUji, two In the fli>it half and three In the second; 
and aa suoh it has lH>en written and uaed, tlius :~ 



'J J 



t 



\'^ J\U 



and tlie slight in«Hiuallty whioh will always be felt In the 
ooi>«'nts of alternate Imrs U made, or allowed, to fkvoiu* the 
tir«t» thtr^l> and flfUi; the choir being allowed to gather 
thenim^lvt^ ti>g«>ther after the recitation and come down 
heavily u|H\n the llret note of each lnili*xion, Noa, x and 3, 
and so v^f ivume upt^> No, 5 ti\m> with the well-known Mhump.* 

< That is. in its a«HH»|tl«H)t but not its proper, meaniug ; t\xr which 
SIM lli« ntW |«ag\> ol' the l^ru^-^'r lKK>k. 
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In Ideality a chant should be considered as in ^ time (t/ any\ 
the chief weight falling upon the second and fourth accents 
as numbered above, and very little upon the three others. If 
we allow ourselves, for the sake of illustration, to use bars and 
to represent the reel ting-note, as is often (wrongly) done, by 
a semi breve only, it would appear thus: — 

Example 2. 



i 



^^ 



m^ 



m 



'JBC 



3a: 



-«^ 



But the first and third of these accents do not really in singing 
fall upon any fixed note (or, rather, syllable) but upon some 
repetition of the reciting-note somewhere near the end of the 
recitation, and may be well shown thus : — 

Example 8. 



p 



J_[ rj ■ I N I rj— J J 



I 



** 



3a: 



-tSf- 



-^. 



And thia is the way in which a chant should be 'played over/ 
that is, played without the guidance of words. 

But the best way is to consider the chant as having practically 
only two fixed rhythmical accents, and no bars, thus : — 

Example 4, 



^ 



W: 



3^Ff 



w ^ ^ 



i 



' It is incontestible,' says the Bev. C. A. Stevens (quoted by 
Mr. Heywood), ' that this ought to be regarded as the normal 
form of the Anglican chant«* {Btmarks on R^orm qfCaikedral ifustc ) 

Nora. — It has been pointed out by Mr. Heywood, that the im> 
fortunate departure tWtm this original form was cdiiefly due to 
the introduotion of harmony in chants. * As the pennltimate 
note WM originally written as a semibreve, oomposen of bar- 
monies seem to have been unable to resist the temptation to 
write two notes against it in the npper parts in order to get the 
pleasing effeot of a discord by suspension, and later in the bass 
also, firam whioh additional variety was obtained by change of 
root in the harmony.* And eventnaUy in new chants the semi- 
breve of the melody itself oame to take the ftirm of two different 
minims^ with the effect of throwing all the accent on to the first, 
and consequently inducing a fixed accent on the final note; 
though for a century afler this ohanta were still written and 
printiHi and the w\»rds assigned upon the old true supposition 
that the penultimate was one semibreve, and that the last note 
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'shonld not, and would not be accented, unless the words required 
it. The Cathedral system of pointing is a modem innovation, 
arising from a supposed necessity of acU^pting itself to this deform 
of the earlier English chant. 

Again, heretofore the chant has been considered to consist (in 
each half) of (i) a monotonic recitation, and (a) a mediation of 
three notes, or a cadence of five (as in £x. i, above\ Here 
It is treated as consisting in each half (i) of a recitation partly 
monotonic and partly inflected ; and (a) a mediation of one (or 
two), or a cadence of two, notes only ; that is to say, the other 
two 4otes immediately following the 'monotone' are reckoned 
as being properly part of the recitation, of which they are an 
inflexion,' leading it to the climax or accented note of the 
true mediation and cadence, and not as belonging to these 
latter, thus : — 

Sxample 6. 



m 



T 



^-. 



I 



** 



a 



I 



3± 



iq: 



± 



(Monotonic) (Inflected) (Monotonic) (Inflected) 
^ Mediation. ^ 



Cadence. 



Recitation. 



Becitatlun. 



This combination of these two notes with the monotone as 
an integral part of the recitation of course demands a melody 
flowing smoothly from the one to the other without wide rising 
intervals or * zigzags,* but it demands also, in singing, the 
suppression to the utmost of the habit of pausing between 
them, as if at this point 'a tune strikes up'; and above 
all the suppression, as far as possible, of the accent on the first 
of these two notes, as it is not the first in a bar. 

It will be now understood how the strong accents are reduced 
in number, but somewhat increased in relatire force ; how the 
pointing is thereby simplified, and more Areedom gained. 

It should also be understood that the actual process of point- 
ing which we follow is, in one important respect, just the 
reverse of that usually followed. Under both the systems 
hitherto prevailing the workers, starting as it has been already 
said, from the idea of a strict metrical tune with five fixed 
accents of nearly equal force, and seeking to supply a strong 
syllable for every accented note, work back from the final 
strong syllable in each half, as far as they find necessary, 
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in order to enclose and appropriate sufficient of these strong 
syllables, which, falling as they do at very irregular intervals, 
bring in with them a varying number of others, which have 
to be crowded into the fixed bars ; the monotonic recitation 
being considered as merely the residue. The evils of this method 
are many ; for, to repeat briefiy, (x) it depreciates the importance 
of the recitation in favour of the * melody ' ; (a) it encourages 
a slipshod, hurried recitation, as only a preparation for a metri- 
cal tune ' striking up ' after a pause at the end of it ; (3) it 
increases greatly the difficulties of pointing ; (4) it produces (in 
the Cathedral system) a painful crowding of syllables on the 
last note ; and (5) it involves a number of jingling dactyls and 
anapaests K 

The system hera adopted starts from the oppo.site theory, thnt 
the recitation is the important part of the chant, and demands 
the first attention and the least interference. It is held that the 
melody, having encroached upon it, must be made to recede to 
its proper position, without^ howevefj at cUl altering or curtailing the 
exieting melody^ aa wiU be explained, 

2. The Infleziona or Melody. — The encroachment of the 
melody upon the monotonic recitation is twofold. The melody 
lias been allowed to appropriate more tlian its due share of 
words or syllables, and has thus trespassed upon the length 
of the free recitation, the essential part of the chant ; and the 
strong accent which it has been allowed to claim for its first 
note has given it that separate and prominent character as 



^ Not such as are caused by a minim and two differing crotchets 
in a bar of the tnuaic (already noticed above, p. 6, III), but such as are 
due to the assignment of three syllables of the tcorde to two minims, 
which are thereby broken up into crotchets, with the same bad effect. 
The following happen to afford examples, in each case, of either kind, 
both of dactyls and anapaests .* — 



m^ 



s 



22: 



m 



— ^ — 

Loxd, I Those . abUl In | hSr . It . thd | iMnd. 
. wherein | we h4ve "— | BOfferM . aul | reraity. 




put I t6 & p«r I pit . ii&l I shame, 
one 1 ch6 **^ sen 1 out . of the | people. 
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a distinct Hune' which has so oventhadowed the importattce of 
the recitation, of which it is rightly but the inflexion and close. 
Both these wrongM aro righted by one meant>> the free use of 
diaeresis, by which the two first notes are allowed to occupy 
one syllable only, as a rule, while by the same means the 
accent of the first is dissipated. Moreover, the difiiculty of 
pointing is greatly reduced by the reduction' of the number of 
syllables to be pointed \ 

3. Diaeresis explained. — It will be necessary here to explain 
the action of diaeresis, or the asbigning of two notes, slurred, to 
one syllable, e. g. : — 



i^ 



«: 



IS?: 



■^S — ^- 



I 



lint: 



^ j ^- 



-^ 



2a: 



Serve the Lord in Uar : And rejoice unto him with r£ t^erenoe. 

At first sight it might be thought that this must give additional 
weight and emphasis to this syllable, which is more often than 
not a weak one ; but the effect is exactly the i*everse. The 
emphasis of the syllable, even if a strong one, and the accent of 
tho (first) note are both reduced. And the reason is this : you 
cannot emphasize nn unfini.*)hed, and therefore unmeaning, word 
or syllable, except when it ends with a long open vowel, which 
is not common in English, and then only imperfectly ; and 
without emphasis on the syllable you cannot, or at least will 
not, get mucli accent on the note. By emphasis I mean the 
accentuation of meaning, by accent the accentuation of sound, 
musical or other. 

There is nothing new in the use of diaeresis, or slurring ; it 
is u<ed more or less fi'eely in all pointed Psalters — hut whereas 
in those it is never used if two separate syllables can be had, 
hero, on the contrary, two separate syllables are never used in 
this place if it can be avoided. 

NoTJc. — ^The only necessary exceptions to the use of diaeresis 
are the very rare cases in which it would fall on a very weak 

^ The terms Diaeregis for the divitum of one syllable between two 
minims, and Synthesis for the converse, i. e. the coupling of two syll- 
ables under one minim, seem to have been first applied to pointing 
for chants by the late Rev. H. £ Haver^al, in a Paper on the subject 
about thirty years ago. With Synthe^sii we have no concern ; it is 
the cause, when used, of the jingling, tripping, effect of dactyls or 
anapaests of which we have just spoken. 
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syllable preceded by two other equally weak syllables, e.g. we 
must point thus, ' honoar&bl6,* 'advers&ries,' not * honourable,' 
' iidversarite ' ; and two or three words peculiar in themselves 
or in their relation to others, viz. ^Isradl'; and the ^Holy,' not 

* Holj* ' in the Gloria Patri^ where it is not a mere epithet but 
part of a Proper Name ; and ^ SabAoth ' in the Te Deumy the first 
^ u ' in which represents no real vowel sound at all in the Hebrew 
(^Tsbdoth') find l>eing therefore unable to bear diaeresis must 
be pointed ' Ood of SabA-oth,* not ' SAbA oth ' and certainly not 

* Sab'ayoth ' as it is (generally pronounced. The accentless word 
' tinto' is in certain positions another necessary exception. 

No doubt the use of diaeresis with any light syllable, will at 
first fail to commend itself to many ; but a little consideration 
and use will remove all misgiving. We must consider that 
diaeresis whs and is still used far more promiscuously and to a 
greater extent than this in the neumas of the old Plainsong 
with any syllable of the long Latin words, although the accent 
is far weaker than our English accent; and that the mono- 
syllables which are far more numerous in English, which is a 
grammatically non-inflected language, are far better able to bear 
diaeresis. 

It will be evident, also, that by thus using for these two notes 
only one syllable ;,the last syllable before the true mediation or 
cadence), there are left so many the more syllables or words to 
the monotone, which is the essential element of a chant, while 
it relaxes the rigid fetters of bars and musical accents upon the 
free rhythm of the Psalm-verse. There is, moreover, another 
very important value in diaeresis which will be explained 
further on (p. aa, § 7). 



4. The Aooentuation of the Mediation and the Cadence. — 
We come lastly to the concentration of accent upon the Climax 
of the Mediation uts final note), and of the Cadence (its penul- 
timate note), and especially upon tbid latter, which shall be 
first considered. 

No one who has any experience of both Anglican and 
Gregorian chants can fail to notice how much more heavy is 
the accent falling upon the last note of all in the Anglicans. 
The reason of this is, in part the modern perfect cadence, 
in part the use of harmony ; and it has generally been felt 
that this final accent of the Anglij^n chant, as usuaUy sung, 
is too heavy to be allowed to fall on a light final syllable, 
e.g. 'salvahon/ ^peop/e,* as it may be with Gregorian s ; and 
consequently, pointers of the Cathedral school have thought 
it necessary to go back, as stated above, sometimes as far as the 
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fourth syllable from the end, to find one strong enough to bear 
it, and then to crowd together on the same note this and all the 
subsequent light syllables, with a very bad effect, e.g. with two 
syllables (commonly called * the double knock *) :— » 

.... gener | ation. 
.... to an I 6ther. 

Or with the 'clatter' or 'unmelodious huddling' (Jebb) of 
three syllables :^ 

.... shall I parish | ^ver | liistingly. 

.... per I f6rmed | In J« | rusalem. 

Or even with four : — 

I is so I comfortable. 
I gainst their | adversaries. 



. . be I 
.. my I 
. . his I 

. » ac I 



cause it 

hand a 

covenant 

carding 

And 



I 

I 

I 
, . the I ingel of the | 



ilnd his 

t6 our 

ndt to 

L6rd 



r Cathedral 
, testimonies. I Psalter, 
I wickednesses. J 
I cdvetousness. — Mercer, 
I soiLttering them. — HuUah, 



The representatives of the so-called * Church ' sybtcm adopt 
a halfway position, and attempt to evade the difficulty by 
simply ignoring it, and assigning without hesitation to any final 
syllable, however weak, this final note, trusting to its being 
sung lightly, which is not, indeed, impossible, but in practice 
seldom attainable, thus : — 

because it | is so | comfort*a | ble. 
.... our I wicked | n6ss | es. 

But so long as we still accept the old conception of a metrical 
tune of seven bars, and retain the old accentuation, and still use 
the unmanageable chants with broken penultimates, it will be 
in the long run practically impossible to withhold the heavy 
accent on the final note, and escape the charge of singing— 
|ba-a I tul. — |ri-ich | ^es.— |pe-eo | pul. — or, | testimo | nees. 

5. The unbroken Penultimate. — ^With an unbroken and 
strongly accentuated penultimate, however, i. e. a semibreve. the 
difficulty disappears, because ail accent ia relaiive or con^Mratire ; 
the more you accent any one syllable, the less you will and 
must accent the syllable on either side of it, and vice versa ; and 
upon an unbroken penultimate you can concentrate a strong 
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accent, and thereby at once lighten the accent on the final, and 
make it light enough for a light final syllable, e.g. : — 




r 



Tl 



m 



-JSL 



ZT 



. . . generation to in > - 0th • er 
. . . ihall periih ever • lAsting • ly 
O Thou Holy One ef . !• > nh\ 

. . afioording to oar . — wickedn 



=1 



This is the method here followed ; and, for this purprse, 
only such chants are selected as have an unbroken penul- 
timate. 

And this ooneentration of accent on the penultimate leads to 
another important point. Not only does it produce the detdred 
eflfect of reducing the heavy final accent which follows it, but, 
conversely, it rvquireSf in order to its own maintenance (on the 
principle just explained), that the accent next be/ore it should 
be raduced as far as possible ; in other words, that there should 
be no marked accent on the 'ti^/Ksxton,* to break its continuity 
with the monotone. And this applies equally to the first half 
of the chant, where the strong accent is to be concentrated on 
the one accented note of the mediation, and drawn away from 
the inflexion. 

6. Ocoaaional Diaeresis of Final Syllables. — ^There are some 
few verse^ndings which demand a special treatment, which we 
may call ' Final Diaeresis.' 

(i) In those very few cases where there are not sufficient 
words to supply syllables for all three parts of the second half 
of a chant (monotone, inflexion, and cadence), without stretch- 
ing a syllable over two notes, the usual awkward device is to 
borrow a syllable, or rather a part of it, from the recitation, by 
stretching it aci-oss the * bar,' and from an unaccented note over 
to an accented note, thus : — 

1. II in I — a I strange | land (»i- | -in a | . . .). 

2. II shall I I never | fiill (^sha- j -a-all | . . .). 

3. II 'There | — is J no | God' («The-7"-«re is | . . .) 

4. It Worms I — and | feathered f6wls ( « Wor- 1 -orma and {...). 



■p 
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Instead of this, in this Psalter the last syllable of the verse- 
is allowed to stretch itself over the two final notes, of which the 
first, and not the second, is accented ; thus : — 

^ I — "71 A 




X a In a itrKogv 

a II shiUl nev* . dr 



lind — . 
f4U — 



But the use of ordinary diaeresis in the preceding inflexion 
often obviates this need ; thus : — 

3. * There | Is | n6 God.' 

4. Worms I ilnd | feathered fowls. 

When the necessity for it does occur, it produces no difficulty 
to the singer, because, having got as far as this point, it is 
impossible to do other than sing the last word rightly. The 
greater number of these cases are due to mistakes in the 
Prayer Book division and grouping of verses, and are most 
satis&ctorily met by correcting this ; and in this Psalter these 
verses, and a few others where it is necessary for antiphonal 
reasons, to be explained presently, are given (as alternatives 
only) in a corrected form ; but, as this may be thought by some 
inadmissible, every such verse is given in its usual form also, 
and the difficulty dealt with as above. 

(ii) The other cases (not so rare) which demand this form of 
diaeresis are those where the last syllable being a strong one, 
and both thoee preceding it too weak to bear the heavy pen- 
ultimate accent, it would otherwise be necessary to go back 
to the fourth or even fifth syllable and crowd three or four 
together on the penultimate note, e. g. we should have to point, 
*. . . bS whiter-than snow,' which is bad; therefore we point, 
*. . . be whiter thAn sn5w — .' This use of diaeresis is not new ; 
it is borrowed from Gregorian Psalters, in which it is used 
largely. 

(iii) There are also a few cases in which this final diaeresis is 
used to prevent a false, or enforce a true, accent, — as in the 
Te Deum—^ d6 cry — / 'praise Thfie — .' 

7. The Value of Diaereaifl in regard to Bmphasis on other 
Words.— It is a very important point in favour of the free use 
of diaeresis, that it enables us to escape all the false emphfuea 
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which abound in most Psalters, and are generally tolerated 
as inevitable, as, for instance, where a prominent accent is 
allowed to fall upon a preposition (of one syllable) or upon 
other subordinate particles, e.g. . . . | with thanks | giving;^ 
corners | df the | earth ;— Harden | n6t yoi^r | hearts ;— Hard | 
senten | c^ of | old;— Com | pari | 86nof Thee; — glori | 6usap t 
parel : — with which compare, in this Psalter, Venite a, 4, 8 ; 
Ps. Ixxviii. 9 ; Ixxiii. 94 ; and xciii. i. There are indeed a few 
instances, where the choice lies only between accenting a merely 
neutral preposition and accenting a pronoun following it which 
is clearly non-emphatic. In this case it would be not merely 
false, but falsifying, to emphasize the pronoun, and the prepo* 
sition must bear the accent, as it would in reading, in order to 
tike it off the pronoun, e.g. 'O hide not Thy commandments 
fr6m me ' : * All tlie day long is my study in it.' 

8. A few unavoidable Folysyllabio Endings.— Lastly, there 
are a few long, unmanageable words at the ends of verses, or at 
the mediation, which no method of pointing whatever can make 
quite satisfactory, e.g. 'adversaries, wickednesses, abominable, 
covetousness, testimonies.' We reject, as the worst of all ways, 
the so-called 'Cathedral' way of accumulating three or four 
syllables (with an accent on the first of them) upon the final 
note, and, as being but little better, the ' Church ' way, which 
throws the strong accent of the penultimate bar on the pen- 
ultimate syllable, even if it be the weakest. The only admissible 
course is to make the strong penultimate (unbroken) accent to 
fall upon the one strong syllable of the word, even though it 
leave as many as three light syllables to follow, and to allow 
these to distribute themselves naturally between the penultimate 
and final notes ; practically they will fall on the final, but, as 
they are all devoid of accent, they neither throw any upon the 
final note, nor produce the clatter upon it that the Cathedral 
system does (see supra, p. 90). 

9. The Beoiting-note and th« Beoitation. — Notwith standing 
the supreme importance of this, the essential part of chanting, 
it has been necessary to postpone its consideration, till the 
inflexions, or melody, had been dealt with and made to retreat, 
as it were, from the aggressive position which they have hitherto 
assumed, and to liberate the recitation both from trespass upon 
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ifcs length, and depreciation of its relative value. We must now 
provide for the proper use of this freedom, i.e. for the substitution 
of true rhythm for gabble here, as we have, it is hoped, 
substituted it for rigid metre in the inflexions. 

The Becitaiion, we may safely say, has been the least studied, 
though by far the most difficult, as well as important part of 
a chant and Psalm- verse. It is always sung much too fast, and 
sometimes without any attention to stops, sometimes with 
exaggerated observance of all stops equally. No improvement 
can be expected until we have learned to recite slowlt and 
deliberately, and, of course, reverently and intelligently. 'A 
good rule is to sing the reciting-note slowly, and the inflexions 
quickly' {Elements qfPlainaongj p. 46). 

But the difficulty of inducing in concert this reverent and 
expressive recifcation is, no doubt, very great. No system of 
marks, sufficiently simple to be readily understood and followed 
in practice, can be also sufficiently elastic and graduated to 
express, except approximately, the delicate undulations of true 
rhythm ; yet to obtain any improvement of our present practice 
some such guidance is necessary ^ Two marks, and two only, 
are therefore adopted, the well-known prosodial ' long ' or hori- 
zontal line over the vowel or vowels of such words as should be 
more or less prolonged or dwelt upon, but not sharply accented^ and 
a dot where rhythm suggests that a very slight break should 
be made. 

In this way it is hoped to break up the recitation into 
rhythmic undulations, as would be done by a good reader or 
reciter; and to prevent the unseemly hurrying to the end of 
the monotone which is so common. 

The ordinary grammatical stops are left, to serve their proper 
purpose, except the comma b^ore a simple vocative, which in 
reading is never observed. By * a simple vocative ' is meant an 
invocation by name only, which does not introduce any addi- 
tional thought : e.g. *0 Lord,* *0 Jacob,* are simple ; *0 Lord 
God of Hosts/ * O Lord my God,' are complex and equivalent to 
a parenthesis. 



* This necessity was first nrsred upon vm by Dr. E. T. Watkins, to 
whose connsel and constant assistance, in meeting it a great debt of 
gratitude is due. 




f 



AND TRUE AIJTI PHONY 



25 



Pabt III. 



Some Supplementary Aids to Bhythmio Freedom 

and plasticity. 

• 

The chief means to this have been already ftilly explained ; 
they are (i) the reduction of the number of strong accents, 
p. 14 ; (9) the reduction of the number of syllables assigned 
to fixed notes, p. 17 ; (3) the free use of diaeresis, p. 18 ; 
(4) the selection of such chants as allow of the above three 
improvements; (5) chanting in unison, p. za ; and (6) marking 
the rhythm of the recitation, p. 34. But the hitherto fixed 
form and length of each strain of an Anglican chant has been 
a hindrance to that elasiieiiy which is essential to free rhythm, 
and which must be sought in variety of form, character, and 
instrumental acoompaniment. 

Variety, 

Ancient Flainsong or Gregorian Chants. — One obvious 
means of producing this variety is the provision of an ancient, 
as well as a modern, chant for each Psalm ; not that it is to be 
supposed for a moment that the two kinds are to be used 
promiscuously in the same service } this would be altogether 
wrong. All the Psalms of one morning or evening must be 
sung to chants of one period and character. 

The reader will, of course, know that the two chief differences 
between Gregorians and Anglicans are first, in the scales, 
modes, or tones, in which they are written, the former in 
eight different scales, the latter in two only, migor and minor, 
say C and A ; and secondly, in their form, length, and rhythm, 
the Anglican being always in one rigid form with fixed accents, 
the Gregorian varying considerably in both respectai But it is 
obvious that no principle forbids new chants being composed, 
either of Anglican form in the old Plainsong modes, or of 
Gregorian forms in our modem scales. Thus, among the 
chants in this Psalter written in the ancient modes, will be 
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found some marked ' modem.' These were written some years 
ago by Mr. Brown, with no idea of imposing upon any one, but 
simply as a connecting link between old and new ; as, however, 
one at least of them was so successful as to impose itself, 
unknown to the composer, upon three or four learned* Church 
musicians, who unwittingly published it as an ancient cAant, it 
is thought necessary to make this disclaimer. 

Lpyers of the old Plainsong may perhaps object to a selection 
which excludes so many of the best known ancient chants (as 
we haye eatclnded many fayourite modem chants) namely, all 
those that have a ' broken penultimate.' They will say truly 
that the same reason for exclusion does not hold good against 
these, because the incompleteness of the old cadences does of 
itself reduce the weight of tthe final accent. But this is not a 
Gregorian Psalter, but an Anglican Psalter with such Gregorian 
altematiyes only as can most readily be chanted with our 
method of Anglican pointing ; and as the primary object of 
this method is to induce, with the least' possible difScuIty and 
delay, that improvement in our English, chanting which is so 
much wanted, it was not thought wise to increase the difficulty 
for the sake of a more complete presentation of Plainsong ; 
which will be sought by those who desire it in an exclusively 
Gregorian Ptelter, pointed accordingly. 

NoTS. — ^It will not be out of place here to point out one other 
respect in which the ancient chant with its incomplete cadence 
has an ad'vantage over the Modem Anglican as a musical ex- 
pression of the continnous Psalm, especially when long; the 
perfect cadence of the Modem chaint brings every verse to a fVill 
musical stop, and, as it has been well said, produces ^ a series of 
short bursts with a sharp pull-up at the end of each ' ; and this 
ill effect is exaggerated by the very marked melody of many 
chants, and hy Uie wide interval which in some of them has to 
be covered in returning from the final note to the first reciting 
note (e. g. Dupuis in D, Heathcote in B'', Elvey in D ; none of 
them in this Psalter). And this fault is yet further intensified 
by the sharply defined and fixed metrical accentuation which it 
is the object of our method to overcome. 

Varied AngHoan Forans. — On the other hand some of the 
elasticity of the old chants has been occasionally introduced in 
Anglican chants by the adoption of the following new /orm«. 

(i) The *yew Fornix* so named by those who have already 
adopted it, e.g. in the 'Ancient and Modem Psalter,' having 
a mediation of two (final) notes, of which the second is 
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omitted if thera is no second syllable. This is borrowed from 
Gregorians. 

(ii) * Thr9e-note'if\fleoDion' ehdnlB having three notes (minims) 
instead of two in the inflexions, but in the second strain only. 
Many of them were originally written before the use of bars 
and metrical time came in ; and afterwards were used as having 
one minim and two crotchets in a bar ; these two crotchets are 
here printed as minims. The effect is the same as that met 
with in certain Gregorians (see above, p. 10). • 

(iii) ' Long form * chantSj with both inflexions prolonged to four 
notes, or sometimes only the second, with the same pointing 
as Gregorians of like form (see Pss. cxiv, cxv). 

(iv) ^ Short nkodioHon' cAante, of the same form as several 
ancient chants, are provided as alternatives for the Vmite, 
Te Deum, Benedicite, all the Psalm-cantiolee, and the Ixxviii*^ 
Psalm. 

(v) * Double' chants, it will be found, are but few in this 
Psalter ; not \)ecau8e the Editors feel the objection often raised, 
that they are of modem and very dubious origin ; but because, 
first, there are but few in existence, about twenty (of which ten 
have .been written expressly for us), which do not fidl under 
condemnation for one or more of the fiiults which, upon the 
principles adopted here, exclude a chant from use. And, 
secondly, on the other hand, there are still fewer Psalms — 
fifteen only — ^which fall into responsive or parallel couplets 
of whole verses, or double antlphony, a condition obviously 
essential to fitness for double chants ; and even where we can 
trace this double parallelism between the pairs of whole verses, 
there always coexists with it the parallelism between the halves ; 
so that, in singing a double chant antiphonally, it is between the 
half verses that the change from Decani to Qmtoria must take 
place, the double chant being nothing more than two chants 
antiphonal in themselves, musically connected, and more or 
less responsive also with each other \ 

' It was hard to take as serious a veiy *unhistorioal' suggestion, 
made a few years ago in the Preface to a Pudter, that double 
chants are the only complete chants, single chants being merely half- 
chants ! — in other words, that all Christendom until the last century, 
and to this day everywhere but in England, has been content with 
incomplete, unfinished chants, and has, as it were, hopped through 
all its chanting on one loot ! 
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(vi) ^Trifie* chants^ a form of still more recent origin, an 
upon the same principle assigned to those six Psalms only, 
the verses of which fall more or less perfectly into groups of 
three, Pss. ii, xli, xcvii, xcviii, cxxxvi, and cxlvi. 

Both double chants and triple chants are treated as optional 
alternatives only to the single chants which are provided for 
every psalm— ^an option extended, not without misgiving, to 
six other Psalms where it cannot properly be used, that is, not 
without ignoring the true antiphony and following the old 
incorrect verse-division. 

Varied Harmonie8.~A further recognized source of variety 
is the provision of variations in the organ-accompaniment to 
voices chanting a Psalm in unison, in accord with changes in 
its tone or feeling. In some cases also the chant ilself is 
changed; in others its key only, from major to minor, or 
vice versa. 



Pabt IV. 



The Frinoiple and Practice of ANTIPHONAL 
CHAMTHSra more ItiUy consiclered. 

The second great object of this Psalter, it will be remembered, 
is to restore the true responsive recitation of the Psalms and 
Canticles in its three parallel elementk, the versual, the musical, 
and the choral, response ; which has been overlooked and ob- 
scured by the prevailing practice, not uncommon even in ancient 
times, of alternating between the two sides of the choir by u>hde 
verses, between which there is seldom any responsiveness, rather 
than by *«(/• verses, wherein the response is all but universal \ 

» Tlie indications which some have drawn from ancient writers of 
occasional whole-verso alte™tion cannot be taken as conclusive, in 
fifcce of the fact that the word ' versus ' was certainly sometimes osed 
for what wo should caU a half ver8e,-and qniteoonectly » Wt^ 
Io^\*Uy. The Old Syriac Psalter, 'still inV ?^nf ^3 ^ 
evidently in the sense of half-yeisos ; for oup whole verses nS^ro^ 
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The Choral Besponae, i.e. between the two sides of a choir, is 
already recognized everywhere, if the choir is not too small ; 
and this exception need not be made, if the congregation is also 
taught, as they should be, to consider themselves in chanting as 
divided into north and south sides. But it is almost eveiywhere 
spoilt by the alternation of whole instead of half verses and 
chant& The true division is marked here by the words Decant 
and CayUorUy printed over the first and second half of each chant 
respectively. 

Where there is any doUbt as to which side in any church 
should be DecatU and which Gantons, the leading side, that is 
the D0oam', should be taken te be that on which the Dean, 
Recter, or Vicar has his usual place, and it should not depend 
on the pointe of the compass. This is the conclusion to which 
careful inquiry- as to all our old cathedrals and collegiate 
churches very clearly leads. 

The Musical Beaponae, i. e. between the two halves of each 
single chant, is so obvious as to make one wonder that it should 
have been so long ignored. 

It is, indeed, not equally well marked in all chanto. In all 
of them the mere suspension and partial close of the melody at 
the mediation, and the complete close of it by the cadence is 
quite sufScient te indicate it ; but it is stiU better expressed in 
those chante which have a musical ' imitation ' or ' inversion ' 
between the two strains ^ 

The words Jkcani and CantorU over the staff will recall and 
enforce the true musical, as they do the choral, response. 

The Versual Besponse, i. e. between the two halves of each 
single verse, is no less iudisputeble. Nevertheless it requires 
now to be recovered and enforced in practice ; and this is done 
here not only by the Dec. and Can. over the steff which applies 
equaUy to the toordSf but also by the second half of the verse, which 
is the response, being made to commence with a capital letter, 



' There is a veiy interesting collection of chants, recently published 
by the Bev. H. J. Poole (NoveUo), in which all the chants, old and new, 
are selected or written with special regard to this musioal antiphony. 
It is, however, only a comparatively few of them that conform to 
those other conditions which we have been constrained to impose 
upon our choice of chants for this Psalter, and most of these, by the 
extreme kindness of Mr. Poole, we have been allowed to include in it. 
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except where, in rare inBtances, the reaponaiTeness fails. It 
fails, however, only in five per oent. ont of the 9,494 Tersee of the 
English Psalter. It constitutes the characteristic, in form, of 
all Hebrew poetry ; and the rediacoyery of it by Bishop Lowth 
in the last century raised so great an interest that it is sur- 
prising that it was not recognized as affecting the manner of 
chanting. The greatest authority, probably, of our own times. 
Professor Delitzsch, recognizes it as the ' ground-form ' of all the 
Psalms and the clue to true chanting. It has never been quite 
without witnesses to its claims ; for at the Cathedral at Oxford 
half-verse antiphony has been the regular use beyond the 
memory of man ; and Mendelssohn in his letters from Rome, 
183 1, tells us that it was (and probably still is) followed in the 
Pope*s Chapel, whence it had been adopted by Bnnsen for the 
German Chapel alsa It has been adopted now for some years 
at York Minster, and in one of the College chapels at Oxford, 
and in some parish churches, as well as at some Choral 
Festivals. 

NoTB. — Bnnsen's advocaoy of antiphony hy hemistichs (half 
verses) provoked the opposition of Mr. Jebb in his ' Choral Res- 
ponses '; but his objections are stated in four brief assertions, 
every one of which would be jnst as tme, or more so, if exactly 
reversed. 

Exception has also been taken to the general statement that 
Ao^f-verse parallelism is fonnd thronghont the Psalter, since some 
verses contain three or even foor members or sentences. Bnt 
paraUditm (antiphony, response) of lines (sentences, thonghts) is 
die thing ; hdUnnce of the nombmr of sach lines, when apportioned 
to two bodies of singers is another, which is not necessary to the 
integrity of the former. This is reoognised by Delitssoh, Lowth, 
and other writera 

Occasional instances of Defective Antiphony. — As this 
versual responsiveness, however, does in our Prayer Book 
version occasionally fail, or is more or less imperfect, it is 
necessary to explain how such cases are treated in this 
Psalter. 

There are (i) Cases in which a response existing in the 
Hebrew is lost or marred in the English, by an error either 
in. separating or in grouping the verses ; or in the division 
of a verse at the colon ; or by the inversion of the two halves 
of the verse ; 

(ii) Cases, very few in number, where though the Hebrew 
original or its punctuation as we have it, cannot be claimed 
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in support of a rearrangement, there are obviously good reasons 
for it ; 

(iii) Cases, also very few, in which the antiphony is marred 
merely by the insertion of a redundant particle, which is here 
omitted in the oUemaHve arrangement only, the omission being 
marked by a dotted space, so that it can be reinserted if 
desired ; 

(iv) Cases in which, on the contrary, there is. an omission 
in the English version of a small particle necessary to the 
antiphony (which is here inserted, but always within brackets, 
to mark its lack of authority and enable it to be omitted). In 
either of these two last cases the particles omitted or inserted 
are so light in sound, that their omission or insertion does not 
affect the rhythm, and is imperceptible, except to those who 
are themselves singing. 

Bemedies for these defects. — If the antiphony can be 
restored by merely redividing or regrouping only, the cor- 
rect arrangement is given in the left hand of two parallel 
columns, the use of which is at the option of the authorities 
of the particular church, who will decide once for all which 
column is to be followed. 

If it cannot be restored without an alteration of the 
Authorized Version,— which is not permissible (beyond the 
mere omission or insertion of a particle, which has been 
already considered), — the defect is indicated by the omisaion 
of the capital initial of the second half, and by the direction 
that the whole verse is to be sung by * all ' together. But in 
those few cases where there is so far a balance or parallelism 
of sentences that it is only by reason of their inverted order 
that the antiphony is lost, the verse is left to be sung anti- 
phonally, the defect being indicated only by the omission of 
the capital letter. 

The defect in this last case is dne to the principal, categoric 
self-sufficing, sentence being put after and made dependent upon 
the subordinate, hypothetic, adverbial, and incomplete one, as in 
Pss. xzvii. a, Ixiii. 8, Ixxix. 13, cxix. ga. To make true antiphony, 
the ' Versicle ' must of necessity be a complete sentence ; bnt the 
' Response ' may be only an extension, qualification, or limitation 
of it. 
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Some Exceptional Cases. 

Certain Psalms peooliar in form.— It has been hitherto 
the unthoughtfol custom to trest ail the Psalms alike and all 
verses alike in chanting, as of one form. The following varieties 
and peculiarities of form ought to be noticed and' recognized. 

There are eleven exceptional Psalms ; in nine of which, viz. : 
ziv, zlii, liii, Izxxiv, xci, ex, cxxii, cxxix, and cxxxiii, the first 
verse, as it stands in our version, is imperfect in its antiphony, 
consisting of one sentence only, and seems also more or less 
detached from the rest of the Psalm, either by a break in the 
construction, a change of speaker, or other like difference, in 
such way as to suggest that this initial verse is of the nature of 
an antiphon (in the old sense of a preliminary announcement 
of the subject of the Psalm) ; but as it cannot be treated, for 
practical and theoretical reasons, as an antiphon would be, with 
its own music, it is here assigned to the precentor (or some one 
voice) alone, the whole to be sung to the first half of the chant 
only, the organ finishing the chant alone as a kind of interlude 
before the Decani side takes up the second verse (first half) as 
the real commencement of the Psalm. 

The two other exceptional Psalms are the cxxxvi*** and the 
cxxxvii**. The peculiarity of the cxxxvi'«» Psalm (and also of 
the Benedidte) is that the usual antiphonal response between two 
cognate sentences gives place to a refrain of one recurrent 
response to all verses alike. The most fitting treatment of this 
seems to be to let a small body of voices sing each verse, and 
the whole body of worshippers the refrain. The smaller body 
might be the choir alone ; but greater variety is attained by 
letting the men of the choir and congregation take some of tlie 
verses and the boys and female voices take the others, as indi- 
cated in the margin, ->all joining in every refrain. 

The cxxxvii'»» Psalm, *By the waters of Babylon,' seems to 
have no real antiphonal character at all, but to be a continuous 
dirge or outpouring of sad and humiliating memories of captivity 
and exile. It is noticeable that the old ecclesiastics seem to 
have felt this, for they assigned it to a chant with no mediation 
(as in this Psalter), the reciting note of the first half running 
on unaltered through the second up to the inflexion and 
cadence, with a very iinpressively plaintive effect. A well- 



known Anglican chant has been found in a form exactly corre- 
sponding with this, and is assigned to this Psalm, all marks of 
antiphony being omitted in the words. 

The Gloria Fatri. — ^This, too, has been inaccurately treated 
■hitherto. The principle of antiphony compels us to put it ii^to 
its true responsive form as the two halves of om verse only — 
a versicle and its * answer' — as it is expressly called in those 
places in the daily service where it occurs, viz., before the 
Venite and Evening Psalms, and in the Litany ; and it must be 
sung antiphonally like the rest of the Psalm-verses, and not 
* full,' but /orte by each aide in its ovm half verse. (See sugges- 
tions and explanations to Choirmasters and Organists.) The 
Amen alone is to be sung by all together. 

Special Chants for the Oloria.— A further suggestion has 
been recently made from more than one quarter, that, whereas 
the chants suitably assigned to penitential, mournful, prayerful, 
and didactic Psalms are often unsatisfactory for the joyous tone 
of the Qkria Patrij a limited number of special alternative 
chants for the Oloria alone should be provided for optional use 
with the Anglican chants, in keys accordant with them ; and 
this suggestion has been already adopted by the Rev. H. J. 
Poole in his 'Antiphonal Chant Book,' and is but one of 
several points in which we have found ourselves in remarkable 

■ 

accord. 

The Amen. — ^The'same principle of antiphony has led to the 
separate treatment of the Amen of the Oloria, which as usually 
sung robs the true response of its own responsive cadence ; for 
the Amen is not a part of this response, but rather the general 
assent, sung by all together, to the whole preceding act of 
praise, as it is to all hymns as well as all prayers, from which 
it is always kept musically distinct. Advantage has also been 
taken in the Gregorian chants of the additional notes which 
the Amen thus requires, to bring the tone to its proper close, 
which was anciently done by the antiphon, but now, being left 
undone unless the organist does it instrumentally, leaves the 
ear unsatisfied. 

The Gloria with a double ohant. — ^Again the true anti- 
phonal pointing of the G^/ona, making it to be one verse only, 
renders it necessary, when a double chant is used, to repeat 
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and extend the Amen to occupy the two last strains, — unless 
of course the alternative special Gloria chant (single) is used. 

The Dozologies to the several Books.— But, besides this 
Christian doxology, whereby we give a Christian sense to each 
Paalm^ each of the five Books, into which the Hebrew Psalter 
is divided, is closed by a Jewish doxology which is too often 
unnoticed, because it is printed and numbered in our Prayer- 
book as if it were a part of the last Psalm of each Book 
(Pss. xli, Ixxii, Ixxxiz, cvi). It is here, therefore, printed apart 
from the Psalm, and should be sung with the same chant, whether 
ordinary or special, and with the same accompaniment, as the 
Gloria Patri. The cl^" Psalm is itself the Doxology of the last 
Book and of the whole Psalter. 

'Hallelujah.' — There is yet one other minor feature of the 
original which our Prayer Book (not our Bible) version has 
missed, viz., the occurrence at the beginning or end or both, 
of some Psalms, especially in the last Book, of the word 
* HaiUl'ujah* It has not been thought necessary or advisable to 
reinsert this generally, except in the margin ; but its omission 
at the end of the last Psalm of all is not only the loss of the 
natural ejaculation of completed praise, but it leaves the last 
verse of the Psalm a mere half-verse, shorn of its responsive 
complement. Here, therefore, it has been restored to its proper 
place. The full Hebrew spelling (rather than the imperfect* 
Latin rendering ^AlUluiOy* found in the Old, but not in the 
Revised, Bible Version) is retained as more genuine, and much 
more true to the pronunciation. both of the aspirate and the 
open vowels. 

The Canticles : with the Easter Anthems. 

As regards their antiphonal structure, unfortunately none of 
the three Gosper Canticles, aa they stand in the Prayer Book, 
are printed quite correctly. 

The Benedktus in the original Greek is peculiarly complicated 
and obscure in its form — so much so as to have suggested to 
the learned Bishop Jebb (* Sacred Literature') that its parts 
have suffered considerable misplacement by early copyists. 
Fortunately, however, our translators have unconsciously con- 



cealed these faults very happily, and it only needs a little 
rearrangement of w. 5-8 to preserve a fair antiphony. 

The Moffniflcat in our version has but one false antiphony, 
i.e. in the incorrect separation (and consequent subdivision) 
of the second and third verses. 

The Nunc DimitOSj short as it is in the Prayer Book, should be, 
and is here, printed in a shorter form still, of two verses only, 
as well as in its usual length ; not indeed without reluctance, 
but with no doubt at all of its correctnessL Yer. i as it stands 
and is pointed in the Prayer Book version might serve as the 
two responsive halves of a whole verse ; but it is not so in the 
original, and it throws out of order the remaining verses. In 
the original the clause 'according to thy word' cannot be 
a response, because it is, as it were, imbedded in the preceding 
clause, — *Now lettest-thou-depart thy servant, O Lord, accord- 
ing to thy word, in peace,' which is evidently one sentence, one 
versicle, to which ver. 9 is the natural response, giving the 
reason for it, — * For mine eyes have seen thy salvation.' And 
this second verse cannot stand alone, for it is indivisible into 
versicle and response ; nor will it, undivided, serve with any 
fitness as the versicle to a response in ver. 3 ; for there is no 
connexion of idea ; whereas ver. 3, which is also indivisible 
and incapable of standing alone, forms exactly a natural 
parallel with ver. 4 as its response. The two first verses are 

« 

concerned with Simeon's personal blessedness ; these two last 
— the third in general, the fourth in particular— with his pro- 
phecy of the Catholicity of Redemption. That the last verse 
could be divided and stand alone, is an objection which would 
apply to numberless unquestioned half-verses which consist of 
two or more clauses. 

It is another common error to set this Canticle to a chant or 
service of quiet and almost sad tone, and to direct it to be sung 
softly. This is due, as many inquiries have shown, to a preva- 
lent unfamiliarity with the old terminations in ' -est ' and ' -eth,' 
leading many to read 'Loi*d, now lettest thou' as if it were 
*Lord, now let thou' — a prayer of one weary of waiting; 
whereas there is not a word or a thought of prayer in the 
Canticle, which is nothing but a glad thanksgiving for personal 
hopes fulfilled, and a joyful prophecy of the enlightening of the 
whole world. 
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The EatUar Anthems, though not written, like the preceding 
canticles, as poetry at all, do nevertheless fall into very perfect 
parallelisms throughout. 

The Ecoleslastloal Oantioles r Te Deuxn and Benedioite, 

with Qaioanque ViQt.— The singing of the T$ Deum laudamus 

to a chant has seemed to many to present so many difficulties, 

as to he hopelessly unsatisfactory,, and in many country 

churches it was for this reason the last of the Canticles to be 

musically rendered. All this, however, is due simply to the 

unfortunate mistake (no one knows by whom or when made) 

in the division or pointing of its verses, as we have it in our 

Prayer Book, where every verse,, except the two last, is really 

only a half-vene, but having been reckoned as a whole verse, 

has been cut into two (g^nera^y meaningless and often 

unchantable) quarter-verses. To show this in detail would 

entail more space than can be given to it here ; and the Editor 

may perhaps be allowed to refer the reader to a pamphlet 

written by him some years ago, and obtainable now direct 

from himself. In this Psalter the verses are restored to their 

integrity, and all the difficulties both of pointing and antiphony 

at once disappear ; but, as in all other cases of correction, the 

Prayer Book version, untouched, is also given, and treated as 

best it may be, for those who hesitate to accept the proposed 

alternative. 

The Benedkile, ^Hiich is not cast in the ordinary antiphonal 
form, though it can be sung to a chant in the way described 
on p. 39, is also set to a special chant in a shortened form, for 
which there is good ancient precedent, as well as with the 
ordinary single and double chant in its full length. 

The P9(dm Quicimque Vtdty commonly called the Athanasian Creed, 
though not a Canticle in the usual sense, may well be con- 
sidered under the same head aa the Te Deum, because the 
lengthiness which is sometimes laid to its charge is due to the 
same cause and is removable by the same means ; for here we 
find the same unnecessary multiplication of verses and repeti- 
tion of the chant through excessive subdivision, which has 
also destroyed, as in the Te Deum, the true antiphony of its 
structure ; for this, except in the final narrative section, is 
very evident, and is here restored by the same coupling of 



the severed verses. The Prayer Book version is, however, 
set out as well, and pointed as usual. 

The Fsalm-Oanticles : Jubilate, Cantate, and Dens miser- 
eator, with the Venite. — These Psalms are of course all 
written in the Hebrew antiphonal form, and this is rightly 
preserved in the JubUcUe and the Deua miaereatur : but in the 
Vtnite (ver. 10) and the CahitUe (vv» i, a) a correction is 
necessary. 



This concludes all the cases which have called for any special 
treatment or any alternative corrected arrangements. And lei 
it be eepedaUy obaerved thai, uhewever the Prayer Book version as it stands 
(Jeffords any fair antipheny, even though it he not the time or proper one, 
our rule {only broken in one or two very oMoualy justifiable cases) has 
been to suggest no variation from it at all;- and thai no correction 
whatever is made the use qf which is not l^ quite optionalK Some may 
perhaps ask whether, if we cannot reduce all the Psalm-verses 
without exception to an antiphonal form, it wouM not be better 
to content ourselves with the prevailing custom of alternating 
by whole verses and whole diants. The reply is simple ; the 
antiphony of whole verses is a far greater and nearly universal 
failure ; and the antiphony of whol\B chants is absolutely non- 
existent. 

Correotions Justified 1 our Eng^sh Translators. — Departures, 
though only optional, from, the authorized Prayer Book arrange- 
ment of verses, would be more difficult to justify, if the question 
lay between something: which seems to us, however obviously, 
right, and something which we knew that our forefathers in the 
sixteenth century consciously and deliberately accepted as right ; 
but there is no indication of any exercise of j^udgement by them 
on this subject ; and these errors may be taken as errors of 
inadvertence, and their authority on this point as of little 
weight, especially when we remember that they were making 

1 The new alternative, where it is printed in a parallel coluran, is 
put in the left or rather more prominent and direct, column, not be- 
cause it claims better or even equal anthority or respect, but i'or 
exactly the contrary reason, — ^because, having to contend against both 
authority and old association, its own intrinsic merits would be over- 
borne without this slight advantage of position. 
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their translation for the Bible, without any express regard to* 
singing and evidently without regard to the principle of 
antiphony, which they violate frequently, for no supposable 
reason except unconsciousness of its existence, and which was 
in fact only brought to light two hundred years later by Bishop 
Lowth. 

It is remarkable that they cannot even have paid much 
respect to the punctuation and arrangement of the Hebrew 
text, for in not a few instances they have so completely 
inverted the order of the two parallel sentences, and in others 
so disregarded the grammatical relation of the Hebrew words, 
in translating their sense, as to make it impossible to trace 
the original antiphony or order in the English version. 

The Hebrew Funotuation. — But there is indeed no need 
for UB to attribute any great trustworthiness even to the 
'Rebrew punchuUion itself; for even Jewish writers have thrown 
doub.t upon it (Smith's Dictionary qfthe Biblef * Old Testament '). 

Moreover, it is important to remember, when considering 
those places where the Hebrew pointing itself and our own 
version in following it, gives an inconsistent division or group- 
ing of verses, that it is not with the Psalmists that we are 
directly dealing in correcting it, but with the Masoretic Editors 
of the Hebrew Bible, in the seventh century after Christ at the 
earliest. It was not till then (at the time when the vowel 
points were also inserted) that the original text was punctuated 
and accented, the editors no doubt founding what they did 
upon tradition, but a tradition attenuated by all the centuries 
that had then elapsed since the destruction of the Temple and 
the cessation of the public national Psalmody. There is, too, 
very good reason to suppose that in this their work they were 
thinking little, if at all, of the chanting of the Psalms, and 
almost wholly of providing, by accents, stops, and vowels, 
a guide for public readers in the synagogue — in other words for 
elocutionary purposes. One strong indication of this is the fact 
that the titles of the Psalms were accented or punctuated, 
exactly in the same way as the Psalm-verses which follow. 
As these titles were very probably read aloud by the reader, 
this help to the right reading of them was natural and 
necessary ; but as they never could have been sung, it seems 
clear that these accents and points were probably not meant 
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for singing, either in the title or the Psalm itself. The title 
too la not only pointed and accented, as if it were a verse 
in itself^ but is often so pointed as to make it part of a verse 
(supposing the pointing to be musical) of which the first 
verse of the Psalm formed the second part ! 

The Hebrew poets themselves seem now and then to have 
allowed a certain balance of sound or rhjrthm alone to satisfy 
their sense of antiphony in a verse, without the otherwise 
universal parallelism of thoughts. But these cases are not 
now in point, for no attempt is made here to improve such 
verses. 

It is indeed an interesting question, how far the Hebrew jpoets 
themselves were oonscioas of any rule of parallelism ; whether it 
was not merely an innate or instinctive Oriental habit, when 
their feelings were moved, to intensify and enforce the utterance 
of them by reiteration in other words, either by way of simple 
corroboration, or by oontrast. Certain it is that the habit ex- 
tended beyond recognised poetry, as e. g. to prophecy (cp. also 
Oen, xlix.) and even to didactic writings, especially when it was 
desired to impress precious tmths of wisdom on others, as in the 
Book of Proverbs. And in these cases it was used with just so 
much irregolarity as we might expect in a merely habitual and 
unstudied form of expression, not guided by any defined roles 
like our metres. 



Part V. 

Aids to the More Intelligent and Derout Singing 

of the Psalms. 

Paragraphs and Guide-Notes. — In the necessarily close 
attention to matters of detail, more or less technical and 
formal, for adjusting music to words, there is always serious 
danger lest the true purpose of it be overlooked, and spiritual 
worship be hindered rather than helped. And, conversely, 
a satisfactory musical rendering cannot well be attained without 
some intelligent conception of the spirit of the words. It has 
therefore been thought right to provide such simple aids to the 
understanding and thoughtful use of the Psalms as space will 
allow, by dividing many of the Psalms into such sections as 
are suggested by change of subject or aspect, and inserting at 
the beginning of each paragraph and of every Psalm, guide-notes, 
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very brief, very simple, and readily apprehended, and such as 
may be read, as it were cutrente eaniu, and in oonnezion, or conca- 
tenation, not with one another, but with the words of the Psalm 
itself, and such as may help to make the Psalm an ad qftoorahip^ 
rather than a subject of study, interest, or meditation only ; 
this task under those conditions has proved by far the hardest 
of any. Valuable as some existing paragraphic aids are, and 
especially Bishop Westcott's excellent 'Paragraph Psalter,' they 
are not calculated to meet these particular conditions and 
limited aims; and the interpretations of mediaeval writers 
are so profoundly and perplexingly mystical, and so infinitely 
varied and detached as to be unavailablOi except in a few 
instances, chiefly in the Proper Psalms, the appropriation 
of which to the several Festivals is founded upon this mystical 
and allegorical sense. In this task the Editor has therefore 
been compelled very reluctantly to work indenendently and 
chiefly upon his own judgement. 

There are many other, deeper and more beautiful, meanings 
to be drawn from the PMalms ; these here given are only the 
simplest ; and it is hoped that they may lead worshippers to 
seek for others, either through their own private meditation, 
or by the aid of such excellent books as Bishop Westcott's, or of 
Neale and Littledale's, and Bishop Christopher Wordsworth's 
Commentaries, The Plain Commentary, ch^fly from the Fathers 
(Parker), The Treasury of the PaaUer (Boston, U.S. A.), A Handbook 
qfthe Pealmsy by E. M. Holmes f'Wells), or Reflexions on Every Verse 
qfihe Psaims (Longmans). 

The Olossary. — Intelligent and profitable use of the Psalms 
is in many places interrupted by the occurrence of words either 
obscure or obsolete ; and an attempt has been made to meet this 
difficulty by a sparing use of synonyms in the space at the end 
of each verse where needed ; experience showing that the eye 
of the general reader does not pass rapidly to a footnote or even 
to the margin and back again. 

Marks of Quotation. — One of the most common sources of 
difficulty in the Psalms is a frequent sudden change of speaker, 
especially when God Himself is represented as intervening. 
To meet this, use has been freely made of inverted commas, 
and in many instances the word * saying ' or its equivalent is 
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introduced (as it is in some cases in the Prayer Book Version) 
but in italics, and of course for the eye only, not for the voice. 

Marks of Expression.— It would be unnecessary to call 
attention to these if it were not that it is a common fault, 
b6th in Psalters and Hymn Books, to use them too proAisely, 
with the result of abrupt, unnatural, and trying changes for 
very brief sentences and even for single words. Our emotions 
of gladness and sadness, which they are meant to express, do 
not naturally undergo these rapid and transient variations. 

The changes should be broad, not minute and elaborate. 
The principle that has guided us is this : — ^A word or a short 
clause in the course of an act of praise, recalling some lowly 
humiliation or willing sufifering of our Lord, or our own un- 
worthiness, inserted for the very purpose of enhancing our 
sense of gratitude, should not, because naturally it toould not, 
alter the attitude of our mind and the tone of our voice ; e. g., 
the reference in ver. 16 of the Te Deum to the condescension of 
Christ in delivering man, and in the next verse, apparently 
(not really), to His suffering on His way to open heaven to us 
all, are integral parts of our offering of joyous thanksgiving in 
this section of the hymn. 

As a rule, therefore, change of expression has not been sug- 
gested on account of a merely subsidiaiy word or indirect 
clause. The ' expression ' follows, without unnecessary inter- 
ruption, the tone of the main direct sentence or paragraph, 
whether It b^ of joy quickened by a brief reference to Christ's 
self-sacrificing love, or of humble penitence or prayer bright- 
ened by a passing thought of Ood's patience and past mercy. 

Thi)s far, we have considered the Psalm- verse and the Paalm- 
chant I it remains now to consider the traditional Plain-chant 
of the rest of the Daily Service, of the Preces or Responses, and 
of the monotone (inflected or not), — ^both in the preparatory 
part up to the Psalms and in the closing part from the Creed 
to the Collects ai^d the Intercessory Prayers which follow, and 
in the Service for the Holy Communion ; and then to add such 
practical detailed suggestions aa may be useful to Choirmaoters, 
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Part VL 

The Confeasiony the Lord's Prayer, the Creed, 

and the Besponses. 

It IB strictly correct to include in the term ' chanting/ the 
recitation, not only of the Paalms and Canticles, but of all those 
parts of our serrices which are said by priest and people as 
venicle and response, mostly on one note, with an inflexion at 
the close ; and though it may not be so true that monotoning 
the prayers without inflexion is chanting, yet so much of those 
principles of rhythmic recitation which are here advocated 
concerns and ought to be applied to this, that it is only 
consistent that all these parts should be presented here with 
their proper musioy and considered in these introductory 
remarks. 

'Saying' the Prayers. — The first suggestion to be made 
concerns the clergy, and that part which is theirs especially, 
the * saying ' of the prayers, and the leading of the Confession, 
the Lord's Prayer, and the Creed ; and it is this — let them 
beware of two misconceptions which apparently beset many of 
us in regard to monotone. First, it often seems to be thought 
of as a definitely munorf eifort, an art\ficicU manner of utterance ; 
whereas it ought not to be approached with any conscious 
intention or idea of singing. Monotone is the natural manner 
of earnest and reverent prayer. The unsophisticated little 
child and the experienced mendicant alike unconsciously feel 
and act upon this fact, in their pleadings with others. The 
common notion that * in places where they sing ' we * sing our 
prayers,' which so repels some earnest people, is due partly to 
the above clerical misconception manifested in the manner of 
'saying' them, and also partly to our unreasoning adoption 
fi^)m cathedral usage of the high unnatural pitch of G in all 
our churches. Cathedrals from their size, their special func- 
tion, their highly developed choir-voices, and their universal 
use of harmony, are not proper models for parish churches in 
musical matters — if, indeed, their ' use ' be in itself really com- 
mendable as true to its proper aim ; which is open to serious 



question. The piieh should be suited either to the size and 
acoustic properties of the building, or to the voice-register of the 
officiating priest, and should not be fixed. It should not be 
higher than F, often as low as E or D ; for a higher pitch is, to 
the untrained voice of the ordinary worshipper, unnatural and 
artificial, and involves a strain, which results in the effort to 
follow being abandoned in silence. 

The second misc9nception— which seems also to prevail widely 
— is, that monotone should be, or must be, monotonous. This 
is a fatal mistake, answerable, beyond anything else, for the 
dislike felt by many devout persons to a choral service. The 
undulations of rhythm, and the variations of emphasis, are in 
no way excluded from monotone. The late Bishop Harvey 
Goodwin of Carlisle used to remind us, that there are three 
distinct sources of emphasis (and rhythm) : (i) Pitch or 
infiexion ; (a) Force, or emphasis proper, that is, utterance 
louder or softer according to sense and rhythm i (3) Pace, or, 
rather, pause, not only betvceen words, but upon them ; and that 
it is only the first of these three that is incompatible with 
monotone. It is surprising how much effect of feeling is pro* 
duced quite naturally by the other two ; but only token it is not 
done hurriedly. And this is another truth much too often over- 
looked by clergy, especially by those who say the Daily Prayer 
in church, that utterance can be prayerful and reverent, only if 
it be deliberate and thoughtful. 

The Preparatory Fart of our Daily Office, to the end of the 
Lord's Prayer, is not ancient, and consequently has no tradi- 
tional plain song or fixed musical expression; it is therefore 
neither necessary, nor, perhaps, advisable, to lay down any rigid 
rules for it. 

In some churches, where the rest of the service is choral and 
well ordered, the Confession is made by every one, at his own 
discretion as to note and manner, but with a very low and 
humble voice, and this has a very impressive effect. 

Accepting, then, this as at least one right way of treating it, 
and taking the Cov^fessUm as the essential and central portion of 
this preparatory section, the Exhortation also, which leads to 
this Confession, may well be said by the priest in his own 
spoaking voice. But the opening Sentence, being a recitation of 
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inspired words, will be better said in monotone, and, being also 
practically a sign to the congregation to rise, on a somewhat 
higher note. 

The Confession ended, the AbtciuHonf being purely ministerial 
and authoritative, will rightly be said on one note also, some- 
what higher; but the short exhortation to prayer which is 
attached to it might, for the sake of a much needed distinction, 
and with much fitness, be said in the priest*s speaking tones, 
the Amen by the people in theirs also. 

The Lorcfa Prayer must, in any case, be said on one note, but 
at discretion as to pitch. 

The organ should then give the note for the first versiole 
(which is the opening of the original ancient Office), if this with 
its response and the following versicle and response are to be 
more than simply monotoned ; but the organ should oifer no 
accompaniment until it strikes the note of our first act of direct 
praise in the Gloria Patri, 

There has, however, grown up a very general and very justi- 
fiable custom of treating all this prefatory section after the 
analogy of the other and older parts of the service ; and this 
has been followed in this Fluilter, not as being certainly 
preferable to the simpler and freer use noticed above, but as 
probably the more generally acceptable. 

The pitch shown for the priest's part, though it is the highest 
thatought to be used in any ordinary church, is not meant to be 
fixed. 

The Confessionf to be said with a ' humble voice,* should of 
course have a low note, E flat or D, and must on no account be 
accompanied. And any ornamentation of the Confession with 
little patches of harmony, as in the Ely Use (quite modem), is 
altogether inadmissible. 

It may be open to discussion, whether, generally, the use 
of a simple single inflexion or cadence at the close of a distinct 
paragraph, or of a prayer, with a view to marking the com- 
pletion of it, is to be altogether condemned, — ^provided alwajs 
that it is neither vocally hiurmonized, nor instromentaUy accom- 
panied, and that it is of a prayerful character. And, subject to 
tiiese conditions, there are three of the flve Ely inflexions which, 
if the first be pat in its more proper place at the dose of the 
first paragraph, wonl4 be defensible, if desirable ; but, as they 
are without authority, and are not in accord with the tone of 
the plainsong response^, we give them as illustrations of a prin- 
ciple of limited application, rather than for actual use. 
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If, however, these inflexions are used, the whole of this part of 
the Office must be said as high as F, instead of a lower and more 
generally fitting note. 

The expression 'after* at the end of the Exhortation is 
taken here in the sense it has in other places, i. e. not as ' after 
in time,* but *in accord with* at the same time. The former 
sense was probably intended, and was reasonable in days when 
the Confession, unlike the Lord's Prayer and the Creed, was 
new to the people, and when scarcely any of them could read, 
and needed to be * taught ' it by the priest (compare the rubric 
about the ring in the Marriage Service). But the latter sense is 
now by far the most natural and fitting. It may be observed 
that this would not interfere with the unisonous use of in- 
flexions of the simple kind spoken of in the note above. 

It has been thought right to meet an objection, not unreason- 
ably felt by many lay worshippers, to the custom adopted in 
some churches for a musical reason, good in itself, but easily 
satisfied by other means— of leaving the priest alone to say the 
first words of the Confession, Lord's Prayer, and Creed, the 
choir and people being taught or expected to omit them, and to 
join with him only in the rest of the sentence. Musically 
defensible, it is devotlonally unsatisfactory, and much resented 
by many ; and it must be confessed that it subordinates the 
natural to the artificial ; while the musical purpose will be 
served quite as well, if the priest, having said alone the opening 
words, or the first whole clause, pauses while the congregation 
repeat it (as when the Confession is said clause by clause after 
him), and then all go forward together as usual. 

The Veraioles and Besponaet, before the Psalms, and after 
the Creed. No part of our choral service has been so misused 
as these, especially the latter, through either thoughtlessness or 
ignonmce. Their history, their nature, and Catholic usage, alike 
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claim for them very simple, and with one exception, prajerfnl, 
treatment. Their true musical rendering is in monotone, on 
a comparatively low note, with a very simple inflexion, that is, 
in the old traditional JPlainsimg, sung in unison and unaccom- 
panied ; everything beyond this is really a trespass, and, if 
allowed, it must be only on sufferance and under strict re- 
straint. This simple Plainsong has been truly called Hlie 
people's inheritance,' and it must be secured to them unob- 
scured by vocal or instrumental harmonies. 

Nevertheless, so long as the essential condition is observed, 
that there be nothing which lessens their prayerfulness and 
simplicity, or interferes with the integrity and supremacy of 
the old Plainsong, as the people's part — harmonies as accompani' 
ments, either vocal by a few select voices of the choir alonej or 
instrumental by the organ dUme, may be reasonably added on 
festivals. 



Harmonies. Of these we may say that tee have two classes, 
the * Ordinary/ sometimes inaccurately called < Ferial,' traceable 
more or less to Byrde, and the * Extra-ordinary ' by TalliSi 
Both of these— and this is especially to be observed of Tallis— > 
scrupulously left the old Plainsong as it was, to be sung by the 
mass of worshippers and of the choir, adding to it, for a select 
choir of trained voices only, upper as well as lower parts to 
serve as a festival vocal accompaniment. That choirmasters would 
ever imagine that the upper or treble part of this accompaniment 
was the melody or plainsong itself, never entered their head ; 
yet so it has come to pass in respect of Tallis' setting ; his high 
treble, meant to be heard as it were in the background as 
a delicate vocal accompaniment^ is generally now sung out by 
the whole of the choir trebles and by the congi'egation, whose 
proper part, the old Plainsong, is unrecognized, and in some 
copies actually dropped out of the music altogether, and with it 
nearly all the expression of prayer, while the organ drowns 
the little that is left. (See The Music of the English Church, by 
Sir George Macfarren.) 

A fair and safe rule would be : — On Fast-days, monotone ; on 
Week-days and ordinary Sundays, the Plainsong in unisonj and 
unaccompanied ; on festivals (and perhaps by sufferance on 
Sundays also), for ordinary choirs, and for the choir alone, the 
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simple ' Ordinary ' vocal harmonies, every one else singing the 
Plainsong as usual (a choir that cannot do this without the organ 
has no right to do it at all) ;— and on Festivals only (or perhaps 
also on Sundays in festal seasons), where there is a well- 
trained choir, a few select choir voices may sing unaccompanied 
Tallis' * Extra-ordinary Responsalls,' as he called them himself, 
the Plainsong being still sung by everybody else, both of choir and 
congregation. Failing the ability to do this, the organ may 
alone give the harmonies, while the trAoIe choir and congregation 
sing the Plainsong ; but organ and choir together must not 
combine and overpower the Plainsong with the harmonies, and 
draw away the people to Tallis' high treble as they do now. 

It must also be remembered that the occurrence of a festival 
is no justification for interrupting or changing the course of 
humble prayer by musical effects, for which there is in other 
parts of the service ample scope and appropriate place. 

If in the responses or preces it be found that a priest and 
choir get flat without the organ, and the organist does more 
than strike a note or chord, they should be made to understand 
that it is a confession of their weakness ; and the organ should 
be played as softly and apologetically as possible. It is better 
to err on the side of a severity which is sure not to be inter* 
preted too strictly, than on the side of laxity which will 
certainly become more lax. 

In the Choir and People's Edition of this Psalter nothing is 
printed except the Plainsong, in order to avoid the risk of the 
general choir and congregation being led to sing Tallis' upper 
part as if it were the melody. 

It not unfrequently happens that a priest is, or thinks him- 
self, incapable of making the inflexions in the versicles ; in this 
case it is not only quite open to him to use a plain monotone, 
while the choir inflect their response, but the antiphony which 
exists in the words, and used to do also in the music, is thus 
even better realized than when the priest's part is inflected ; 
for now in all but two instances the inflexion of the response 
is merely a repetition of that of the versicle ; and repetition is 
not antiphony. The only manner of saying the versicle which 
is intolerable is ' speaking ' it. 

The Creeds, when used in public worship, being acts of praise 
as well as of faith, are appropriately accompanied, but in the 
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writer's opinion, should not be sung in vocal harmony. The 
Quieunque vuU being a Psalm and antiphonal in form, and never 
having been a baptismal Creed, it is a false analogy which 
teaches a choir in chanting it to stand eastward, and not face 
to face as in other Psalms. 

In the Lesser Litany, or threefold Kyrie, after the Creed, the 
usage as between priest and people seems to yary. The changes 
of type in our Prayer Book, which follow the Sealed Copy, give 
the people only the second petition ; but custom, where the 
service is chorally rendered, gives them the third also ; and 
according to some books, and in some churches, they sing all 
three, the priest saying, alone, only Let us pray. The analogy of 
the Litany would suggest this last-mentioned usage ; and the 
words themselves seems to demand it ; for it is evident Cas in 
the triplet w. ii, la, 13 of the Te Deuniy so also here) that there 
is no antiphony to justify responsive singing ; neither is there 
any in either the ancient or in our traditional plainsong music 
for it. This must be left to the discretion of those responsible 
for each church ; and according to our rule we leave the Prayer 
Book type unaltered. 

In the Lord's Prayer which follows there is in some churches 
A custom of inflecting the two last sentences ; this is an example of 
thoughtless, or ignorantly blind following of something 'ancient,' 
which in ancient times and circumstances was very I'easonable, 
but now quite out of place, and indeed absurd. It arose in 
days when the priest said the Prayer alone in Latin in a low 
voice, and the people said, by way of response, the last clause 
only — ^the priest raising his voice in the last but one, and end- 
ing it with an inflexion, in order to call for this response ; but 
for the priest and people now, when they say the whole of the 
Prayer together, to inflect together also both these clauses, both 
versicle and response, so to speak, is an anachronism, an 
absurdity, a mere * pretty-ism.' But, as was pointed out above 
with reference to the Confession, no principle would have for- 
bidden the closing of the Lord's Prayer with one inflexion or 
cadence ; but it would be obviously inconsistent to do this 
sometimes and not always, and only just when such an orna- 
ment is least in place, i. e. when the doxology happens to be 
omitted. The same reason also forbids the use of an inflexion 
with more than the one last sentence of the Creed. 
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The Lessor Litany, the Lord's Prayer, and the Preces, with the 
Collects and Prayers which follow, should not be pitched higher 
than F, 

The same marks of rhythm, and paragraphic guide notes 
which are used in the Canticles and Psalms, are adopted also, as 
far as may be, in the Prayers, Sec 



The pleasant duty remains of expressing our gratitude for the 
permission to use their chants granted to us by all the com- 
posers still living, whose names are to be found over their 
chants in the Organ Edition or in the Index of Composers' Names, 
&o. ; and to the representatives of the foUovring composers now 
deceased : — For those by the Rev. Sir Frederick A. Gore-Ouseley, 
to the trustees of St. Michael's College, Tenbury ; for that by 
Sir John Goss, to Mr. G. W. Speth ; for one by Sir Robert 
Stewart, to Lady Stewart ; for that by Mr. W. Howell Allchin, 
to Mrs. Allchin ; for those by the Rev. Canon Haveigal, to 
Mrs. Henry Crane ; for one by Mr. W. H. Birch, to Mr. John 
Bleckley, of 3, Argyle Street, Regent Street ; for one by 
Mr. R. Limpus, to Mrs. Merrett ; for those by Dr. F. Rimbault, 
to Mrs. Aslett ; for those by Mr. J. Turle, to Mr. J. R Turle ; 
and to Messrs. Bemrose and Sons for those from the 'Choir 
Chant Book,' of which they own the copyright. 

Special thanks are also due to Dr. C. W. Pearce, Mr. Heywood, 
the Rev. H. J. Poole, and the Rev. W. C. Bishop for very 
generous assistance in many ways ; and to Mr. A. V. Gough, 
Mr. Jas. Lively Gregory, Mr. George Kennett, Mr. E. Griffith, 
Mr. A. W. Docker, Mr. David J. Thomas, Mr. D. J. D. 
Codner, Mr. F. S. Garton, and Mr. P. Tottenham Lucas, for 
chants written expressly to meet the conditions required by the 
Free-Rhythm system of chanting ; but more than all to Dr. E. T. 
Watkins, late R.N., for his patient and painstaking work in the 
difficult and delicate task of marking the rhythm of the recita- 
tions throughout the Psalter, under practical conditions which 
would not always allow the full satisfaction of his own high 
ideal ; and to my very old friend and fellow-worker, Mr. John 
Powell of Northill, who has carried out, at the cost of much 
minute care and labour, the Letter, or Tonic-Sol-fa^ Illation. 

All chants marked * in the Index of Composers' Names are 
copyright ; and it must not be assumed that every chant not 
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80 marked is not copyright ; for there are a few, chiefly by 
composers known to be deceased, whose representatiyes the 
utmost pains have failed to trace, which may be copyright ; 
and the Editors can only hope that any such unwilling and 
unwitting Infringement will be forgiven. 

The Editors, not the Composers, are responsible for the/orm in 
which the chants are printed. 

The numbers by which the different 'endings' of eacli 
Gregorian Tone are usually distinguished have no universally 
accepted authority : even the endings long recognized are not 
all of them known by the same numbers in different oollections. 
For the earlier numbers we have followed Helmore (1857) as far 
as he goes ; for the later numbers the Table of Tones in Organ 
Harmmieafor iht Gregorian Psalm Tones by A. H. Brown (1868) ; 
a few, more recently found or written, are numbered consecu- 
tively from the numbers in that Table, or, where a slight 
modification only has been made in a recognized ending by way 
of variety or adaptation, the letter A, B, or C is added to the 
original number. 

Readers who themselves have attempted the task will sympa- 
thize with the Editors in their fear that in the multitude 



of details and the complexity of conditions, errors more in 
aumber than they hope, and difficulties doubtfully solved, will 
betray themselves to the critic of this Psalter ; they can only 
trust that their motive, a desire to aid in the true rendering of 
holy words in holy worship, will be accepted in mitigation 
«f judgement, and that no judgement at all will be passed until 
after a patient, unprejudiced trial, in careftd accord with the 
Explanations and Instructions. 

FRANCIS POTT. 

SPBLDHxrBST, FebruoTyf 1897. 



^, notufithstanding the injury to the freedom and syprematy qf £A« 
words which results from the use, in chantingf qf vocal harmony^ dergy 
or choirmasters should demand it in sufficient number to justify ^ 
expense, an edition of the Anglican chants in short score for voices in four 
parts ufould be issued. But the use of these would involve the disuse of 
the varied harmonies already provided for the Organ. 



AD MAJOBEM DEI GLOBIAM 



'I 



On the Use of other Oregorian Endings. 

(NoU to page a6, lines 8-23.) 

There is nothing in the Pre© Rhythm system incompatible 
with a < broken penultimate/ i.e. a cadence of three notes, in 
a Oregorian, but only in an Anglican, chant ; and although this 
difference forbade the insertion of chants of this form in the 
body of a Psalter pointed for use with both in common, all 
the well-known Gregorians with this ending are given in an 
Appendix (Choir Edition, p. 399), and can be used for almost 
any psalm, even toith the pointing as it stands, if in those occasional 
verses where two notes are now assigned to the fi nal syllable, 

all three notes are sung to it, e. g. ' amOng Gftds .* * O 

God my G6d ,' 'paths of the sdas .' This, 

however, though agreeing with the Solesmes rules for Latin 
words, seems unnatural with our English words, and the point- 
ing of these two or three verses should be altered in any psalm 
suitable (see p. 400) and selected for chanting with these endings 
only, which can easily be done with pen and ink, thus : Strike 
out the ^ and the extension line — ., and put two dots over the 
syllable preceding that already dotted, e.g. '&mOng Gods,' 
*0 G«d, my God,* 'pftths 6f thfi seas.' [If this syllable be 
strong, both in sense and sound, it is often better to put an 
accent ' over this and the dots over the next preceding one, 
striking out the existing dots, e. g. * 6 06d, my God.' And 
the same might, perhaps, be done without this condition, where 
the already dotted syllable is < the,' if it be thought that the 
two heavier notes of the cadence, even when slurred, are too 
much for it, e.g. 'pftths 6f the seas.' But as this involves 
a false accent upon a weak word (* of, in, with, &c.') it violates 
sound principle, and is of doubtful expedience.] In all other 
verses, and in some whole psalms (see p. 400) the pointing as 
it stands will naturally adjust itself to either form of ending. 
Note, that a three-note cadence is quite distinct from a three- 
note inflexion. 
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A suggestion may be added here of no small importance ; let 
the choirma.8ter urge the clergy to attend and take part in this 
INirticolar part of (^oir practice. For a choir will never respond 
well unless they have been exercised with the voice to which 
they will usually have to respond ; and we clergy can never be 
sure of our own right use of our voice, especially in monotone, 
nor know the effect of it, unless we ascertain this from the choir- 
master after practice. 

Next ofixr tJiis comes the chanting of the Canticles and Psalms ; 
and chanting, though it is the oldest and simplest form of 
Church music, is by no means the easiest, but the hardest of all. 
It may be a paradox, but it is not the less true, to say that 
while nothing is easier than to sing an Anglican chant, nothing 
is liarder than to chant a Psalm-verse. And yet chanting, in- 
cluding as it does the Psalms, Canticles, and Besponses, con- 
stitutes by far the largest part of our appointed Church singing, 
and except where fully choral Eucharists are attainable, chanting 
is the only music beyond monotone demanded by the nature of 
the service. It is, then, the most essential and the most difficult, 
and yet generally the least carefully considered. 

Particular saggestions. — First, let us shake ourselves free 
from the notion that chanting is t6 be in measured time, or that 
in chanting the relative length of semibreves, minims, and 
crotchets, is fixed. Nevertheless in 'playing over' a chant at 
any time, without words to guide thd rhythm, some time must 
approximately be taken ; but we should then think of the chant 
as being, not, as usually printed, in a-a, but in 4-a time with 
the accents distributed thus : — 
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X 
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And when ' giving out ' a chant on the organ for any particular 
Psalm we should have the words of the first verse in our mind, 
and prolong the reciting note to the full length of the words 
that will be recited to it ^ ; playing the chant in octaves only, the 
purpose being to * give out ' the melody to the congregation. 

^ Most players even on an organ or harmonium, if asked casually 
to play a chant, seldom give much more time io the reciting note 
than that of a minim, and no accent, or weight equivalent to an 
accent ; but reserve all the impulse for the initial note of the inflexion, 
where it is especially desirable to suppress it. The very general use 
of a percussion instrument, like a piano, has a tendency to produce 
this habit. 
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S. The Beoitation, i. e. the monotone and its inflexion 
together — all that comes under the 'bind' in the example 
^hant above — is to be recited as all one section, smoothly, 
without a break at the end of the monotone, without any 
marked accent at the beginning of the infiexion, and much 
more deliberately and reverently than is usual ^ 

8. The Monotone is both the most important and the leasi 
easy part of chanting. There is in our English version of the 
Psalms a remarkably beautiful rhythm.; but though this can 
easily be rendered and recognized in reading or reciting by 
an individual, it is not so easy for many yoioes to maintain it 
together ; on the one hand it is almost impossible to get them 
to do it without some guidance to the eye ; on the other, there 
is great risk of this guidance by stops and rhythm-marks 
being accepted without judgement or feeling, with the result of 
a number of sharp halts instead of the smooth undulations 
of the true rhythm. Much will always depend on the teacher ; 
and it is especially important that the choir be taught to begin 
each verse and half-verse deliberately, dwelling together on the 
first sufficiently strong syllable, which is here marked with 
a 'long' mark, and thus checking at the outset that 'rush' 
which is so common and so ruinous to good chanting. Compare 
the excellent effect in this respect of the intonation in (Gregorian 
chants to the Canticles. It must be observed, however, that 
this ' long ' mark is no^ an accent, though it generally coincides 
with a natural accent ; it means proionffotion only, and must not 
be taken with a short incisive accent, as if it were, e. g. 



^J J J J 



/8\ 
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'Bleis.ed is the man,' &c.,— ^ul, *Bl«a8.ed is/ && (PS.LL) 



* There may be some reason for reciting the free-rhythm of prose 
somewhat faster than the strict syllabic-rhythm, or metre, of hymns ; 
but it cannot be right to chant, as we do, Udce as fast, and, including 
the monotone, three times as fast <by the clock) as we sing. It is, of 
course, impossible with uneqtial recitations or free-rhythm, and still 
less with both, to fix any standard of time by the metronome for 
chanting, either in general or for particular Psalms ; but by way of 
example it may be said that, including the Gloria, the Venite (13 verses) 
properly chanted will take not less than 130 seconds, about 10, more 
or less, to a verse : and the JulnUUe (6 longer verses) not less than 70, 
or nearly 12 to a verse. 
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4. The Inflezions. — Observe particularly that there is to be 
as little accent as possible on the first of the two dot-marked 

notes [ ^,^J I These two are almost always assigned to 

one syllable and slorred, for the express purpose of lessening 
the impulse or incisiveness of any accent that may seem, to 
those accustomed to strict time, to fall upon the first of them 
(see on Diaeresis, in the Introduction) ; they should be played 
and sung as smoothly aa poasible. 

6. The Mediation in ordinary Anglican chants is to be con- 
sidered as consisting of one note only, the final note and climax 
of the first strain, sung either aa a semibreve strongly accented, 
or, if there be two syllables for it, as two equally long minims, 
with all the accent on the first. But in Anglicans of the * New 
Form' and in many Gregorians, there are two different notes 
(minims) here, of which (where there is no slur, but a dotted 
bar-line between them), the first only is sung if there be but 
one syllable, and the other omitted altogether. Note, that with 
an chants, when there occur two syllables here in any verse, the 
first, that is, the accented syllable, is on no account to be sung 
short, but quite as long as the second. It is a very common 
and very bad fault to ' chop ' it, and to sing for insCanoe— 



H9H 





' . . with thankB giving ' : —instead of' . . . . gfv - ing' : 

' BftlTation f6rnu * :— instead of * .... for * na' : 

' and ever ahall-be* :— inatead of *. . . . ahiU 'be' : 

6. The Oadenoe includes always, and only, the two final 
semibreves, of which the first (the penultimate of the chant) 
is the climax of this (econd strain, and is always strongly 
accented, and usually marked with a double or circumfiex 
accent '(^an acute ' and a grave ^ combined). But if the 
last word or syllable is also sufficiently strong to demand some 
share of the accent, the lesser part, or grave accent, is drawn 
off to it, and the accent distributed thus : ' vafn thing,' ' secret 
fknlib,' * Christ our Ldrd'; whereas ordinarily it is concentrated 
on the first alone, as 'vessel,' 'destr6y them,' 'wilderness.' 

It must be noticed that when there is, either in the Mediation 
or the Cadence, more than one syllable cifter the acute or the 
circumflex accent, the intermediate syllable is to be attached to. 
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and, as it were, absorbed into, the note of the following, and 
not sung with the preceding, syllable; otherwise the result 
would be the common jingle in nuiny cases. The proper method 
U shown by a separating dot and a connecting hyphen. This 
absorption of a very light syllable into the note of the next 
following one is in some very few other instances required 
rather earlier in the inflexion, either because of the special long 
form of the chant as in one or two verses of these three Psalms, 
cxiv, cxxxvii, li {Miaerere), or, to suit a peculiar Hebrew word 
in one verse of the Te Deum ; or, in a few scattered eases, because 
of the occurrence, in a certain position, of the accentless word 

* unto • or ' into ' before * the ' or * a,' as in the very first verse 
of the Venite. In these special cases it has been found necessary 
to show the absorption by the use of a single bracket before the 
light syllable—' (a-* ' (the-,'— drawing it, as it were, dose to the 
stronger following one, into which it is to be absorbed, and to 
which it is here united also by a hyphen, thus : ' into (a-spring- 
ing well.' 

7. Amen. — The true accentuation of this word should be 
carefully maintained. Like all short particles of assent, it has 
its true accent on the last syllable ; and the first is often wrongly 
drawn out, so as to destroy, the effect of prompt and hearty 
iissent. The first syllable should occupy only the length of 
a short minim with no accent, while the second (which in both 
the Hebrew and the Greek is a long fiat ' a ' or French ' d,' as in 

* mane ' or ' chdne ') has always the length of a semibreve, and 
sometimes of two. 

8. In those churches where for the present the Psalms are 
chanted on the great Festivals only, and on other days are * said, ' 
presumably in monotone, it is a great assistance to the officiating 
clergyman, unless he have a very accurate musical memory, 
that at Morning Prayer the cliant of the VeniU should give him 
the note for his recitation of the Psalms, and that the same 
chant should be used for the Glorias ; and that at Evening 
Prayer, after the Psalms are given out (if they are) the chant 
for the Glorias should be played over with the same object. If 
the keynote or the reciting note of the chant be not the best 
for his voice, it may be necessary also to give him separately 

that note in the scale which is so. 

s 
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9. Antiphonftl Singing, i. e. by half-venes, is an essentinl 
fvaturo of thii PsAlter and should bo made a sine qud non in its 
itso. Thero must be no exception other than those verses marked 
' All * or ' iVffc/, the meaning and reasons of which are to be 
found in the Introduction. There will be no difficulty from 
an insufficient ohoir on both sides, for the congregation must 
bo taught to sing antiphonally also, — nor from want of balance 
in the parts between the sidoN, for the chanting is to be in 
unison. There must be no ' full ' verses (so-oalled) for the sakn 
of enforcing Jubilant passages ; it is an idle and clumsy way of 
doing what each side should exert itself to do for itself alone 
in its own half-verse, aided by the organist. It oonfiises the 
people'N conception of antiphony, and does violence to its prin- 
ciple, lM>th in words and music. It must ))e disallowed even 
for the Otoria ; the Amen alone is to be always sung by all. 

The Iktnni or leading side, is that on which the chief minister 
of tlio church, the Dean, Rector, or Vicar, has his usual place in 
the ohoir. And if it sliould seem advisable at any time to let the 
two hides of tlio ohoir oliango for a time their parts in the anti- 
phony, tl.ey must also exchange their places ; for otherwiso 
the congregation would be confused, and either confUse the 
antiphony of tiie choir, or be silenced. 

It will greatly help towards oongregntional and eifeotive anti- 
l^ional diauting, if slivM of |)AiH>r Ite tixini in each pew, printed 
as follows :— Kl'^^^r tho /M-tmi 8ido\ ' 1).— Tlioao on tliis side of the 
ohnr\'h aro reiinestiHi, whou chanting tho Canticles or Psalms, to 
«ii\g tho /Infi half onlj* ot each \-or«o, cxcov»t whore otJiierwist* 
dti^K'tiHt, loaviug tho other side t<) r(>siK)nd with the second half* ; 
and ^for tho l\intoriii 8i»io\ ' 0.— ThivH> on this sid© of the chnrrh 
are r»Mini»»to*i, when oh^mtintr tho C^nutloU** or Psalms, to sini? 
tho m^mH half tmly of each vonn*. in n»!«ivni»o to tho other side 
who sing tho first half onl,v. oxcopt whort> otherwise dirootoil.* 
Tlu>«e two fornts <^ notii^e might with adx-antiige be printed on 
|m|>or of twv> ditl'orent ci>lonra 

10. The Special Gloria Chants. — When thoee are used it i^ 
sug^tesittni that, to pn'vent Die clioir and people from running 
tm by mistake with the chant of tlie Psi)lm» especially when« 
the riH^iting note is the keynote, the organist sliould play the 
iwiting note of the Speeia) (;A>n'.i chant in octaves only» /t»rfe, 
and with sonwwhat of a .«ltlt^M^> effin't, syllabically, as far as 
tho end of the tlr»t clause of tho wonU .ns shown in the lii-sl 
line, p|K to. It, of the Organ Kditloni u4ng th« harmonics from 
UiU poin( forward. 
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11. The Intonations, Gregorian. — (To the Precentor.) In 
preoenting a Canticle to a chant in the third tone, which has 
three notes in the Intonation, the Precentor is left to adapt at 
his discretion those three notes to the two syllables marked off 
for the other Intonations. 

12. The following minor points should be noticed by choir- 
masters or organists : — 

(i) When monosyllablea ending in * r ' or ' re,* after a long 
vowel have to be slurred, care should be taken that the second 
note should have the full true sound of the vowel or diphthong, 

as well as the first note ; e.g. '6u-dur, you-our, th^i-^ir, th&re-Sre ' ; 

not * Ju^r, you-Ap, thM-ur, thdre-iir.' 

(a) When an exception to diaeresis (slurring) occurs on a word 
like * honour&bl^,* care must be taken that it be not sung as 
* honour&b-blS,' see Ps. xlv. lo. 

(3) A RaHeniando, marked in this Psalter {sL), i. e. ' slacken,' 
or * slower/ requires care and taste ; to forget it altogether and 
bring a Psalm, or a section of it, to an abrupt stop is condemned 
by common .consent ; but to exaggerate it, as some do, and per* 
ceptibly pull up the singers to a foot's pace for many words, as, 
for instance, is often done with the whole of the last response 
before the collects, is quite as bad. A raUentaHdo simply represents 
the natmral slackening at the close of a paragraph in reading or 
speaking, expressive, probably, of a purpose satisfied, and should 
in singing also be but little more than this ; it should not attract 
notice from Others, and should be usually unconscious, because 
instinctive, on our own part. It should, I think, rarely com- 
mence before the third strong pulse of the rh>*thm from the end, 
which in chanting coincides generally with the last pulae of the 
monotonic recitation. 

U) The Oi^YVkfo and Diminuendo^ shown in the example chants 
only ^ Choir Edition, pw 5^1 but to be understood in all. needs no 
explanation, but only a reminder that they are very important 
as aids to that concentration of all primary accent and emphasis 
on the hco o»i/y fully accented notes of the chant, which is one of 
the chief points of the system hei« adopted. 

^5) The choir must be told that two ^or three) dots over the 



6o 



TO CHOIRMASTEBS 



iiiiUal syllable of a Psalm (for the Gregorian Intonation) are to 
be taken, when Anglican chants are used, as equivalent to 
a * long ' mark. 

(6) In the Litany observe the noting of the words ' miserable 
sinners/ and (four times) ' Have mercy upon us/ the object of 
the short notes (represented here in the letter-notation by small 
type) being to check the unnatural weight which is too often 
brought to bear upon the very weak syllables '-a-' and '-cy' 
respectively with the low note. 

13. We venture, finally, to oifer to choirmasters who are about 
to adopt this Psalter the following suggestion. Let all chanting 
in church be dropped for a while, the Canticles being taken to 
some simple ' services ' and the Psalms being recited, as in many 
churches now, on one note by priest and choir alternately, by 
half verses, both using this Psalter to read from, and botii taking 
pains to recite slowly and to observe the rhythm-nutrks and 
accents, as well as the stops. Meanwhile at choir-practice, let 
the true rhythm and accei^tuation of a chant be also thoroughly 
learnt, at first without words, by the use of the sound * ah ' or 
'lah' on one note at any convenient pitch, exactly as it is 
shown in the first exercise in the Choir Edition (p. 4), especial 
pains being taken to dwell upon the last part of the reciting 
note, which corresponds with the syllable generally marked 
with a long mark in the words at that point, but which for 
want of words in the exercise, is there carried over to the 
accented side of a bar-line. Then taking a Psalm — not the 
Venile or other Canticle-Psalm — the old pointing of which 
would be hard to break away from — let the Precentor read 
deliberately, and with attention to rhythm, the first verse ; and 
let the choir then repeat the same verse, imitating him carefully 
in respect of pace, rhythm, accents, and tone, and so on, verse 
by verse, till they recite clearly and reverently. Then repeat 
the whole of this, or another Psalm, togeiheff with the same 
care. Then take the eighth Gregorian Tone, as it is printed 
for this purpose in its various forms on p. 4 of the Choir Edition 
(this chant being chosen as being free from old Anglican asso- 
ciations both in tone and form) ; and beginning with the short 
form in both halves (No. i) chant the Psalm, with the same care 
as to pace and rhythm ; and by degrees go on to the longer forms 
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in succession, which will, at the third, bring the choir to the full 
fotm of the ordinary Anglican Chant, accented as it should be. 

Let no one suppose that with this, or with any other, system 
of pointing or rhythm-marks, he can chant properly ai sight. 
The rhythm and pointing of a Psalm or Canticle must be learnt 
at practice, and the marks considered in Church as reminders 
only. 

Note. It is, indeed, practically impossible for chanting to be 
congregational unless those ^ho sing have pointed Paaitera — 
without which they canHot follow the choir with confidence or 
with satisfaction, either to themselves or to others. 



The Tonio-sol-fa or Letter Notation, which has come into such 
wide use with choirs, is printed under every chant in the Choir 
Edition, with the same omission of all time-marks as in the 
Staff-Notation, but with three slight modifications to suit un- 
barred music : (i) the reciting notes are in capital letters ; 
(a) the last letter-note of the Mediation, when it is omissible (see' 
§ 5 above), is in italic type ; and a crotchet (which occurs only 
in the Responses as a short repetition of the preceding note), is 
represented by a dot or dots after that note. 

[The Editors recognise the theoretic unfitness of this Notation 
to express Plain-song Modes; but in pactice it is unobjectionable, 
and is quite as consistent with them as our use of keyed instru- 
ments and * equal temperament.*] 

[The terms * Gregorian * and * Anglican,' though the historical 
accuracy of the former is questionable, have been used as being 
generally recognized and understood, and quite as accurate and 
distinctive as any substitute hitherto suggested.] 

The marks of pointing, rhythm, expression, &c., are explained 
on pp. 5, 6, of the Choir Edition. 

For an Explanation of words in italics in curved buckets, e. g. 
{saying) — ^which are no^ to be sung — see p. 40 of the Introduction 
above. 

Small words inserted in square brackets (not in italics), thus 
' [but],* are explained at p. 31 § iv, and may be sung or not at 
discretion. 

A dotted space, thus — 'These also . . . seek," indicates the 
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omission of a small redundant word which interferes with the 
antiphony of the original ; but it may be supplied, if desired, 
from the right hand eolumn. This occurs rarely, and is ex- 
plained at p. 31, § iii. 

The words * major ' and ' minor ' in the Choir Edition refer 
to Anglican chants only. And the change from the one to the 
other need not be made, if it is found to be a stumbling-block 
to the choir. 

Where the whole of the first verse of a Psalm (being really 
only a half-verse), as in Psalm xiv, is assigned, with the first 
half only of the chant, to the Precentor alone, it can never- 
theless be sung, in the absence of a Precentor, by two or more 
men (or boys), or even by the whole choir. See above, p. 39. 

' Sp. 01/ over a chant in the Oigan Edition refers to the two 
Special Qlorias on pp. 10, 11, the number referring to tlu.t 
arrangement of either of them, the key of which is the same as 
that of the chant, or will fitly follow it. 

In all chants, as here printed, the accented note of the 
Mediation is followed by another, which is sometimes omiasibie, 
when not needed, sometimes not. In the latter case (more fre- 
quent in Gregonans) ^he two notes are connected by a slur, to 
indicate that when in any verse there is but the one accented 
syllable here, it takes both notes slurred, although, for typo- 
graphical reasons, it has not the double dot, but the acute 
accent only. When there is mare than the one syllable the slur 
is, of course, to be disregarded, as it should be also in those cases 
(not many) where in the inflexions alao two dots are distributed 
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over two syllables. For examples of all these cases see the 
Festal forms of the Qospel Canticles. 

%* The following hints may seem, perhaps, trivial, but will prove 
of no small oonvenience to the organisti 

The oostlineoB of reprinting the words with the Organ-Music 
Edition, involving, as it would, the repetition of the score with every 
page- of words, has obliged us, at least for the present, to leave the 
organist to keep a copy of the Choir Edition also open on the book- 
rest. But to save the player the trouble of taming over the leaves of 
the muaio, all the chants for the Psalms of each Morning or Evening 
are arranged on one page, or face. Let the organist, therefore, get 
a small slab of wood, about half an inch thick, ten inches long and 
about six inches deep, and, this being first put on the book-rest, let 
the Organ Edition, opened at the right place, be rested upon its upper 
edge ; and then, in front of the slab, let the Choir Edition be placed, 
the upper edge o^ which will thus serve to keep the music open while 
its own leaves will be free to be turned over, as in any case they 
would have to be. 

The two pages, 10 and 11, of the Music Edition, containing the two 
Special Gloria chants can be had, by special order, pasted, one on 
either side, on the upper half of a piece of stout card-board twice 
the depth of the 'book, to be placed behind it, so that the Gloria 
chants may be seen above it, and save the necessity of turning 
back to them at the end of any Psalm. 

The organist would do well to mark in the margin of his own 
copy of the Words, im those Psalms for which varied harmonies are 
provided, the letters B, C, D, etc. against those verses at which the 
changes thus lettered in the Musio .Edition take place. 
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The Chants marked * are copyright, as are also all the Chants by the Musical Editor. Those marked f are adapted by permission. 



VENITE. 

I. Tomlinson. A. 11. Rouen, 3. 

a. W. Dyce. B. iii. aa. 

3, 4. Anonymous. C. iv. 10. 

5. B. Cooke, Mus.D. D. y. Bourges, a B. 

6. Gerard F. Cobb.* E. vi. Bayeulx, 1 B. 

7. G. F. Jackman.* F. vii. 6. 

8. H. W. Baron.* G. i 18. 

9. R. Stevenson. H. vi. Bayeux, 5. 

10. S. B. Rownson.* Li?. 

11. Rev H. J. Poole* K. L 15. 
la. Hubert Wickes.* L. i. 17. 

13. John Heywood.* M. i. French, 18. 

14 (a and b). 0. C* N. ii. a Paris. 

15, 16. Anonymous. O. v. a B. 

17, 18. W. Hanbrow.* P. viii. i A. 

19, ao. A. H. Brown.* Q. viii. a. 

ai, aa. A. V. Gough.* R. ii. x. 

S. i. 18. 



TE DEUM. 

I. H. W. Baron,* A. iii. Mod. ; iii. a^ 
a. 0. C* K0ln;iii.Mod. 

3. (a) A. H. Brown ; B. vii. a ; 6 ; 5. 

(fc) G. P. C* ; (c) C. V. a B. 



W. Hine. 

4. (a,&) A. H.Brown; 
(c) W. Horsley, 
Mus. B. Oxon. 

5. A. V. Gough .♦ 



D. iii. I A. 



BENEDICITE. 



I, a. A. H.Brown. 
3. Sir Herbert S. 

Oakeley,*Mus.D. 

Oxon. 



A. vi.5;iiARegius. 

B. viiL I A ; a. 



BENEDICTUS. 



I. Arthur H.Brown. A. 

a, 3. Anonymous. B. 

4. J. L. Gregory,* C. 

MUS.B. Dur. D. 

D. J. D. Codner.* E. 



5. 
6. 



F. 
G. 
H. 



L 

K. 



E. J. Crow,* 
Mus.D. Cantab. 

7. T. Wanless. 

8. J. Heywood.* 

9. Haydn Keeton,* 
Mu8.D. Oxon. 

10. W. H. Birch.* 

11. Arthur Page,* 
F.RC.O. 

I a. Thomas Purcell. 

13, 14. Arthur H. Brown. 

15. F. S. Garton.* 



\ 



i. 7. 
ii. a. 

iii. a5 KOln. 
iv. II. 

V. Bourges, 8. 
vi. 5. 
vii a. 

viii Merbecke, 
I A. 
V. Festal, 15. 
vii. Festal, la B 
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JUBILATE. 
T. J. BattiBhill. A. iil. 14 B. 



B. iv. 31 Mod. 

C. T. 9 Mod. 

D. viii. Merbecke, 
4 0. 



a. A. E. Crook. 

3. A. V. Gough.* 

4. Goorgo Konnott.* 

5. E. II. Turpin,* 
Muii.D. Cantuar. E. y. 6. 

6. C. Vinoont, F. y. 13 Mod. 
*MuB.D. Oxon. O. yi. 3. 

7. S. B. Rownson.* H. yiii. 4. 

8. Arthur H. Brown. 

9. W. Bonar.* 
la G. F. 0.* 

MAGNIFICAT. 

I. T. Bedamoro, A. i. 4. 

F.R.C.O. B. ii. Rouen, 3. 

'J, Ottorgo Konnott.* C. iii. 97 KOln. 

3. K DoarlO) Mus.D. D. iy. 14 Bayoux. 
Cantab. £. y. Bourges, i A. 

4. 8ir John Goaa,* F. yi. Bayoux» 3. 



G. yiL 5. 
H. yiii. Merbecke, a, 
I. y. Festal, 7. 
K. yU. Featal, 7. 



MuN.D. Oxon« 

5. J. L. Gregory,* 
Mua.B. Dur. 

6. H. Hilea * 

Mus.D. Oxon. 

7. W. Hine. 

8. R. Goodson, 
Mus.B. Oxon. 

9. Ri«v.SirF.G.0u8e« 
ley/Mus.D.Oxon. 

10. SirH.S.Oakoloy,« 
MutkD. Oxon. 

11. J. Turpin,* 
Mu8.a Cantab. 

ta. H. A. Jeboult.* 

F.R.C.O. 
13, 14. A. H. Brown. 
15. F. S. Qarton.* 



CANTATE. 

I. Anonymous. A. i. 18. 

d. A. S. r<M»por,* B. iii. 14 B. 

F.U.C.O. C. iv. 31 Mod. 

3. A. V. GouRh.* D. V. Mod., 9 Mod. 

4. David ^.Thomas.* £. vi.Rouen«i4Mod. 

5. Sir Robert Sto> F. viii.Merbecke4C. 
wart* Mus. D. G. i. 15. 

Dublin. H. ii. a Paris. 
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6. J. Turle.* I. y. a B. 

7. Anonymous. K. yiii. a. 

8. 9, 10, A. v. Gough.* 

NUNC DIMITTIS. 

I. Rey.R.R.Chope.* A. i. 15. 

a. Ancient. B. ii. Merbecke, i. 

3. W. J. West brook, C. iii. 14 B. 
Mus.D. Cantab. D. iv. 31 Mod. 

4. Rev. H. J. Poole.* E. v. Bourges, 3. 

5. A. H. Brown. F. yi. Rouen, i B. 

6. George Kennett.* G. vii. a. 

7. Okeland. H. viii. Merbecke, 

8. A. H. Brown. 4 B. 

9. W. H. Allchin,* I. iii. Festal, a9. 
MUS.B. Oxon. K. Peregrinus, B. 

la Arthur H. Brown. 
1 1. D. J. D. Codner.* 
I a. J. Heywood.* 

13. A. H. Brown. 

14. D. J. D. Codner,* 

15. F. S. Garten.* 

DEUS MISEREATUR. 

I. Arthur H. Brown. A. 1.4. 
a. F. A.W. Docker.* B. iii. la. 

3. J. H. Godding.* C. iv. 10. 

4. W. Hayes, Mus.D« D. v. Mod. 
Oxon. £. vi. 15. Mod. 

5. T. Wanless. F. vii. 6. 

6. M. Greene, Mu8.D. G. i. 7. 
Cantab. 

7. H. Wickes.* 

8. W. Hanbrow.* 

9. xo. A. H. Brown. 

QUICUNQUE VULT. 
T. Tallis. yiii. i B ; u. 5. 

DAILY PSALMS, 
i. T. Tallis ; i. 4. 
ii. (i) Orlando Gibbons ; (11) Arthur 

H. Brown ; viii. Merbecke, 4. 
iii. (X) Rev.W. H. Havergal*; (,n) David 

J. Thomas* ; vi. 15. 
iv. G. F. C * ; iii. aa Sarum. 
V. Rev. R. R. Chope* ; i. 4. 
vi. Anonymous; iv. 14. 
vii. A. H. Brown ; viL 5. 
viii. J, L. Gregory,* Mus. B, Dur. ; 
yi Regius, 5. 



H. vi. 5. 
I. viii. lA. 
K. viii. I B. 



ix. (i^ Arthur H. Brown ; (11) A. H. 

Brown ; vi. i. 
X. P. Tottenham Lucas* ; iii. aa Sarum. 
xi. P. Tottenham Lucas* ; vii. a. 
xii. W. Bonar* ; iv. i. 
xlii. W. H. Havergal* ; vii. 6. 
xiv. Rev. H. J. Poole* ; iv. 11. 
xv. T. Tallis ; vi. 14 Mod. 
xvi. A. H. Brown; vi. 11. B, Regius, 
xvii. George Kennett* ; iii. Roman, la. 
xviii. W. Lde ; viii. Rouen, i A. 
xix. (i) Bishop Turton ; ^n) Brailesford ; 

111. 14 B. 
XX. John Heywood* ; ii. Rouen, a. 
xxi. Arthur Page,* F.RC.O. ; iii. 37. 
xxii. (i) A. H. Brown ; (u; A. H. Brown ; 

ii. Rouen, i. 
xxiii. Dr. E. F. Rimbault* (adapted) ; vi. 

II B. Regius, 
xxiv. (i) J. Kelway ; (n) Stephen Elvey, 

Mus.D. Oxon ; vii. a. 
xxv. Old Chant ; v. Bourges, la Mod. 
XX vi. A, S. Cooper,* F.R.C.O. ; vii. 6. 
xxvii. W. J. Ions* ; v. Boui^ges, i A. 
xxviii. P. Tottenham Lucas ; iii. a^ Koln. 
xxix. ^i) E. J. Hopkins.* Mus.D. Can- 
tuar. ; (11) J. W. Elliott* ; v. Mod. 
a B. Sarum. 
XXX. George Kennett* ; vilL Merbecke, 

I A. 

xxxi. J. Heywood* ; iii. Roman, i C. 
xxxiu (i) P. T. Lucas* ; (u) W. Thoinaj** ; 

vi. I B. 
xxxiii. J. Turle* ; v. Mod. 9 Mod. 
xxxiv. Bishop Turton ; vi. Bayeux, 3. 
XXXV. Dr. E. F. Rimbault* ; iv. 11. 
xxxvi. G. B. Arnold,* Mus.D. Oxon ; ii. 

Rouen, a. 
xxxvii. S. Webbe ; i. 4. 
xxxviii. Arthur H. Brown ) .. * ^^t,«« , 
xxxix. J. H. Godding { "' ^^^^''' '' 
xl. — Taylor ; iii. Aaehen, aa. 
xli. J. Travers ; i. 15. 
xlii. Sir John Goss,* Mua.D. Cantab. ; 

yi. 15. 
xliiL Rev. W. H. Havergal* ; iii. la. 
xliv. J. Travers ; i. 8. 
xlv. Haydn Keeton,* Mus.D. Oxon ; v. 

II Mod. 
xlvi. B, Lamb ; vii. 5. 
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xlvii. 

xlviii. 

xlix. 

L 

li. 

lii. 
liii. 

liv. 

Iv. 

Ivi. 

Ivii. 

Iviii. 

liz. 

Ix. 

Ixi. 

Ixii. 

Ixlii. 

Ixiy. 

Ixv. 

Ixvi. 

IxviL 

Ixviii. 

Ixix. 
1: 



Ixxi. 
Ixxii. 

Ixxiii 

IxxiT. 

Ixxv. 

Ixxvi. 

Ixxvii. 

Ixxviii. 



Ixxix. 
Ixxx. 

IxxxL 



F. A. W. Docker* J ^- ^^' ' ^ 

R. Farrant ; iii. a^ KOln. 

Rev. H. J. Poole* ; iii. Aachen, 

II B. 
W. Hayes, Hus. D. Oxon. (adapted); 

i 8. 
Anonymous ; viii. Boueni a. 
(I) T. Tallis ; ) 

(n) Anonymous > iv. 14. 

C. E. Stephens. F.R.C.O. ) 
W. Walond ; vii, 6. 
T. S. Dupuis^ Mus. D. Oxon ; ii. 

Rouen, i. 
C. Vincent,* Mus. D. Oxon ; v. 

Bourges, a B. 
E. J. Crow,* Mus. D. Cantab. ; iii. 

Aachen, 3a Mod. 
W. Hlne ; 1. 4. 
M. B. Elliott* (in A) ; iv. 10. 
P. Tottenham Lucas* ; i. 18. 
(x) J. Heywood* ; (n) Rev. J. L. T. 

Darwall* ; vi. 3. 
(i) Arthur H. Brown ; (n) 0. 

Cooper, sen. ; vi. 11 A. Regius. 
(i) J. Turpin* ; (n) A. H. Brown ; 

vL 16 Mod. 
P. Tottenham Lucas* ) .. 
A. H. Brown J ^'- 5- 

Brailesford ; iv. 14. 
Sir R. Stewart,* Mus.D. Dublin ; 

viii. Rouen, a B. 
Henry Purcell (adapted^ ; iii. 05 B. 
W. J. Westbrook, Mu8.D. Cantab. ; 

iii. I a. 
P. Tottenham Lucas* ; i. 7. . 
R. Allnutt Boissier,* Mus.B. Oxon ; 

V. II Mod. 
(i) Arthur H. Brown ; (n) W. John 

Kempton*t ; vii. 17 Mod. 
Anonymous ; Peregrinus Aaehen. 
J. Heywood* ; vii. a. 
J. Turle* ; iv. 11. 
R Y* ; i. 18. 
(1 a) a. H. Brown ; (i b) A. H. 

Brown ; (11) A, V. Qough* ; (i; 

V. I A. [a) ii. I. 
Anonymous ; iii. 31 Mod. 
Okeland ; iv. 14. 
J. Travers ; viiL Mod. 14 Mod. 



Ixxxii. J. Heywood* ; 
Ixxxiii. (i) Arthur H. Brown ; \ iv. 14. 

(n) D. J. D. Codner.* 
Ixxxiv. T. Kelway; vi. Mod. 11. 
Ixxxv. B. Lamb ; viii. Merbecke, 4. 
Ixxxvi. J. W. Elliott* ; viii. Mod. 7. 
Ixxxvii. Rev. H. J. Poole* ; vi. 3. 
Ixxxviii. Michael Wise ; Peregrinus Aachen, 

B. 
Ixxxix. Arthur H. Brown ; v. Bourges, 14. 
xc. W.* ; ii. K5ln. i. 
xci. Bishop Turton ; v. Bourges. 
xcii. R. Allnutt Boissier,* Mus.B. Oxon; 

V. 13 Mod. 
xciii. J. Kelway ; v. Mod. a B. 
xciv. Anonymous ; vii. 5. 
xcv. W. Lee ; viii. Mod. i A. 
xcvL (i) Rev. Sir F. G. Ouseley,* Mus.D. 
Oxon. ; (n) John Randall, Mus.D. 
Cantab. ; viii. Mod. z A. 
xcvii. (i) A. S. Cooper,* P.RC.O. ; (n) 
A. V. Gough* ; viii. Merbecke, 4. 
xcviii. (i) Sir R. Stewart,* Mu8,D. Dubl. ; 
(II) C. W.Pearce,*Mus.D. Cantab. ; 
iii. Roman B. 
xcix. W. Hayes. Mu9.D. Oxon ; viii. Mer- 
becke, 14 Mod. 
c A. H. Brown; viii. Merbecke^ 14 

Mod. 
ci. A. E. Crook* ; vi. Rouen, 14 Mod. 
cii. (I) M. B. Elliott* ; (n) Arthur H. 

Brown ; iii. x C Mod. 
ciii. Arthur H. Brown ; v. Bourges, 14. 
civ. Sir R. Stewart,* Mus.D. Dubl. ; iii, 

3a Mod. 
ov. Rev.SirF.G. Ouseley,* Mus.D. Oxon; 

iii. 4 B. 
cvi. Rev. J. Eckersley* ; vi. 3. 
cvii. C. King, Mus.B. Oxon. (adapted) ; 

V. Bourses, i C. 
cviiL (i) Anonymous ; (ii> H. A. Jeboult,*t 
F.R.C.O. ; V. Mod. 3. 
ciz. W. Hayes, Mub.D. Oxon. (adapted); 

iv. 31. 
ex. Arthur H. Brown > • i> - 
cxi. C. W. Lavington [ '' ^^""^'^ '^ 
cxii. (i) Dr. E. F. Rimbault* ; (n) Rev. 

W. H. Havergal* ; iii. 14 B. 
cxiii. J. C. Ward* ; viii. Merbecke, 15 
Mod. 



cxiv-xv. Arthur H. Brown ; Peregrinus B. 
cxvi. J. W. Elliott* j 

cxvii. E. J. Hopkins,* I vi. Rouen, i B. 



cxvi. J. W. Elliott* 1 

:ins,* I ^" 
Mus.D. Cantuar. ) 



cxviii. A. Page,* F.R.C.O. ; iii Roman. 
8B. 
cxiXb I. R. Farrant ; i. 4. 

Z 11 \ J<*Kttm.n» j j:i:'K„„ai.,35Mod. 

— 33. T. Bedsmore, F.R.C.O.; Peregrinus 

Aachen, B. 

— 49. A. H. Brown ; iii. Roman, 35, 

Mod. 
-:- 65. J. Heywood* ; v. Bourges, la Mod. 

— 73, A. S. Cooper,* F.R.C.O. ; vii. 5, 

— 89. E. Dearie, Mus.D. Cantab. ; v. 

Bourges, a B. 

— 105. Arthur H, Brown ; iv, 31 Mod. 

— lai. J. Turle* ; vi and Med., 3 Bayeux. 

— 137. R. Goodson, Mus.B. Oxon ; viii. 

Mod. 4 C. 

— 145. W. Walond ; iii i C. 

— i6x. Dr. E. F. Rimbault* ; x. 
txx. W. Bonar.* \ 

cxxi (i) W. Bonar* ; > v. Mod. i A. 
(n) A. H. Brown ) 
cxxii-iii. Sir John Goss,* Mus.D. Cantab. ; 

ii. Rouen, a. 
cxxiv-v. Rev. W. H. Havergal ; iii Aachen, 

35. 
cxxvi-vii. C. W. Corfe, Mus.D. Oxon ; viii. 

Merbecke, a. 

cxxviii J. Alcock, Mus.D. Oxon ; iii. 3a 

Mod. 

exxix. (i) J. Alcock, Mus.D. Oxon. ; (11) 

A. V. Gough* ; iii 3a Mod. 

cxxx. (i) Arthur H. Brown ; (11) A. H. 

Brown ; i. 18. 

exxxi. W. A. Blakeley* ; vi. Rouen, i B. 

cxxxii J. Turle* ; vii a. 

cxxxiii-iv. C.E.Stephen8,.F.RC.0.(adapted' ; 

vi I. 

exxxv. (i) J. L. Gregory,*. Mus.B. Dur. ; 

(11) Rev. H. J. Poole* ; iii 4 B. 

exxxvi. (i) A. H. Brown; (11) F. S. 

(iarton*; vii. 6. 

Gxxxvii Rev. W. Felton (old form) ; i 

Monotonic, i. 

exxxvi ii. J. Battishill ; viii. Merbecke, 4 C 

Gxxxix. Dr. Hues'* ; i. 4. 
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II. W. Baron* ; viii. Merbeoke, 15 

Mod. 

A. V. Gough* } 1. 4. 
Ai'tluir II. Brown ^ 
(0 John Blow, ( PorogrlnuB 

MiiN.T). OAntUAr. ; t Aaohon, B. 

(Ill Anon. / 

J. Iloywood* ; vili. i A, 
A. H. Brown ; Hi. Roman, a Mod. 
WnlliUHi ; V. Mml., 9 Mod. 
KOookisMuii.P.Cautab.(adaptod); 

viii. Mod. 
(i) TomlinMon ; (11) 0. E. StophonR, 

F.R.C.O. ; V. 10 Mod. 
Ilubort WickoM*; X. 
Pol ham Humphries (adapt od) ; 

viii. a. 

VHOPKU PSALMS. 

i'liHiirrMAH Day. 

xix. SL Wohho ; iii. la Aaohon. 

xlv. J. L. Oivgory,* Mut,B. Dun, 

F.RO.O. i V. Bourg^ts, i. 
Ixxxv. William HAyt>a, Mu».D. Oxon ; vi. 

Bayt>ux, 5. 



cxl. 

0X11. 

(1X111. 

0X1111. 



rxllv. 

oXlv. 

rxlvi. 

oxlvli. 

oxlvlii. 

oxiix. 
ol. 



INDEX OF COMPOSERS 

Ixzxix. R. Whabonoy* and T. S. Dupuis, 

Mus.D. Oxon; i. 4. 
ox. J. Naylor,* Mu8.D. Oxon ; v. 
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oxxxii. John Hey wood* ; vii. 6. 
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xxxii. Rev. R. R. Chope* ; vi. 14 Mod. 
xxxviii. W. Hine ; iv. 14. 

oil. John Blow, Mu8.D. Gantuar; vii. 5. 
oxxx. T. Tallis ; iv. 10. 
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xxii. Arthur H. Brown ; it Paris, 3. 
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Eastib Dat. 
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cxi. A. y. Gough* ; viii. Merbecke, i A. 
cxiii. J. L. Gregory,* Mus.B. Dur. ; vii. 6, 
cxiv. Arthur H. Brown ; Peregrinus B. 
cxviil. E. Griffith,* F.R.G.O. ; v. Bourges, 
aB. 

Abcbhbion Day. 

viii W. Bonar* ; v. Bourges, i. 

XV. T. Tallis ; iii. a^. 
xxi. W. Lee ; v. Bourges, 9 Mod. 
xxiv. J. Kelway ; vii. a. 
xlvii. 0. C* ; viii. Merbecke, a. 
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(3) Arthur H. Brown. 



The nances of the Composers of the Anglican Chants in the Appendix are printed over thfim both in the Organ Edition and %n the Choir 
Kilition* And tlie Chants are all copyright, except Mo. XIIL 



PART I. 

The Order for Morning and Evening Prayer 

daily throughout the year. 

NOTE. Throughout the first part of the Service the Organ should always be sUentf — except when it is necessary to give, very softly, a 
note for the recitation of the Plainsong to the priest or choir. The earliest point at which it should be heard more than that is after we 
have risen from our knees for our first Act of Praise in the GLORIA PATRI; and from that point it may fitly accompany the great stream 
of Praise in Psalm and Canticle and Creed f but it has rightly no place in that part which then fbllows,— in the Salutation, Three-Jbld Kyrie, 
Preces or Responses, or in the AMEN at the end of any prayers. These Harmonies are for the Organ alone, or for a SELECT body of 
voices from the Choir alone, — not for both together, — the rest of the Choir and the people singing the Plainsong only. {See Introduction 
i». 46-48.) 




PRIEST. 



AXSJrER. 





i i i^ ^ i 



/7N 



Glory be <frc. As it was, in the be.gin.ning; is now; 



I .1 .1 J 




^^ 



and ev • er shall be; 

■i J .1 .1 .1 



world with* out end: ^ A . men. 



■1 .1 .1 „ I .1 




PRIEST. 



ANSWER. I. 



tsls; 



Praise ye the 



tt 



Lord. 

-e — 



~9 

The 

ZJOl. 



Lord's 



i 



ST. 



Name be 



m 



w 



prais . ed. 



or n as on p. 4, 



^ The inflexion sometimes introduced at the elose of this Gloria is a departure from the true Plainsong^} <ind also InTolTes a false emphasis on the words; it 
ift attributed to Byrde. 



For marks of Expression^ and Punctuation in the Creed, see Choir Edition. 




PRIEST. 



CHOIR *c. 



ALL. 



*or 



i 



^ 



i 



rj n 



a II 



=W 



II II 



X£ 



XT 



I be - lieve 



I be . lieve 



in God the Father Ac. 



And the life ever. last. ing. 



or last . 



ing. 



JX 



A . men. 



* — e- 



i 



•V 



zr 



IT 



PRIEST. 



PEOPLE. 





PRIEST. 



Let us pray. 



<© — ^ — e- 



Lordi have mer . cy up. on us 



» # o — e- 




PEOPLE. 



5 



i 



XE 



Z 



XE 



5=5 



XT 



W 



¥ 



Christ, have mer 



cy up . on 



us; 



^ 



« 



e 8 



«==& 



^ 



Lord, 
o 



have 



mer 



3 3 7?^L^f ^« 

cv up . on us 



^ 



us. 



XC 




PRIEST. 



PEOPLE. 



ALL. 



*or 



^ 



\ 



I 



i 



xc 



^ 



3Z 



XT 



XX 



X£ 



XT 



3& 



Our Fa 



ther_ 



Our Fa . ther. 



Which art, Ac. from e 



vil. 



or e 



vil. 



A . men. 



(gj, I* «> (* 



i 



*^ 



XT 



^ This inflexion has no reco^ltion from Merbecke or Tallls. either here or at the end of the Lords Prayer. (See also Introduction p. 48.) 



%^ 




PRIEST. 



PEOPLE (PSoKly) and CHOIR or ORGAN. 



S 




m^ 



O Lord, shew Thy mercy up . on 



US: 



s 



£ 



X£ 




^ 



i 



Lord, save the Queens 



^ 




^ 



And mer . ci . ful . ly hear us, 



when we 



call 



-w — a- 

up . on 



M 



^ 



i 




9- 



m 



$ 



Thee. 



3X 




Endue Thy Ministers with righ . teous.ness: 



m 



m 



'4' j J 



¥ 




*=ff 



^ 



And make Thy cho . sen peo . pie joy . ful. 

■r9 m m o & ' <9 o 



i 



i 



« 




t 



^ 



Lord, 



save 



Thy peo . pic; 



f 



m 



¥ 



9 



w 



f 



And 

-19-- 



bless 
-e — 



Thine 

— « — 



¥ 



m 

9- 



her 



t 



5 



"TT — 

i . tance. 



I 



«: 



!■•■ 



tm 



mmmmm 



wpmmet 



m 



Give peace in our time, 



Lord: 



^F^ 



f 



JX 



m 



V 



i 



»=ff 



Because there is for us, but on . ly Thou, 







m^ 



i 



<9- 



i 



^ 



God. 
o 



XT 




God, make clean our hearts with, in 



us. 



s 



19- 



^ 



XT 



^ 



I 



9 



^ 



XT 



1^ 



And take not Thy Ho . ly Spi . rit from us. 



m^ 



^ 



i 



«- 



« 



ix: 




or this. 



9=& 



W=^ 



¥ 



I 



1^ — ^ 

And take ppt Thy Ho . ly Spi . rit from us. 



i 



3£ 



XT 

XT 



After i?f and 3r(i Collects After 2^^ Collect 
and all Prayers. and Blessing. 




X£ 



d 



men. 



XT 



# 



¥ 



men. 



5 

The "Extra-Ordinary'y or Festival Harmonies to the Plaintonff of Morning and Evening Prayer, by Thomas Tallis (c, 1550 -1575.) for the 

Organ only, or for a few select voices only of the Choir, as an accompaniment to the rest of the Choir and the Congregation singing the PUdnr 
song as usual, are as follow. 

Festival Harmonies. 

PRIEST. ANSWER. 





Glory be 4c. 



n 



As it was in the be.gin.ning; is now; and ev.er shall be, world with out 



end. 



A . men. 



^ 




gj eJ "al ti • gJ #J gJ ti v\ - wJ fJ 



X£ 



^^ 




PRIEST. 



ANSWE 



Tt 



ffc ^ IB 



Praise ye 



3X 



the Lord. 

■e — 



s 



XT 



The Lords Name be 



prais 



. ed. 



XT 



^^ 



xz 



XT 




The Creed as on Ordinary Days. 

PRIEST. ANSWER. 



i 



m 




4^ 



The Lord be with you 



And with Thy 



¥ 



Spi . rit 



Let us pray 



Lord, have mer . cy up . on 



»^ 




^ 



m- 



&- 



m: 



XT 



P 



i 



g 



¥ 



Christ, have mer - 



^ 



up . on 



us 



i 



* 



s: 



t 



z 



^ 



m 



Lord, 



have 



m^r 



cy 



15- 

Up .on 

^ — - 



US. 



^ 



p 



s 



6 



For the Priesfs Part, see Choir Edition. 



The Lord's Prayer as on Ordinary Days. 

PRIEST. Lord, shew Thy mercy upon us. PRIEST. O Lord, save the Queen. 




3 j J!^J»^ i^ W {| J J J I 



Ays. And grant us Thy sa| - v^ 




ANS. And mer . ci . ful . ly hear us. when we call up . on Thee 




€ f» 




PRIEST. Endue Thy ministers with righteousness. 



PRIEST. Lord, save Thy people. 




PRIEST. Give peace in our time, O Lord. 




PRIEST. God, make clean our hearts within us. 



COLLECTS. 2^^ COLLECT. ST.^ COLLECT. 




" p = 'i " 



iff 

froi 



ASS. And take not Thy Ho . ly S^i - rit irom us. 



s 




The Litany should not be accompanied, but eee Note in Choir Edition, p, £8. 



3B^3« Bffn1w" 



i 



SARUM. 



^ 



t 



The Responses of the Order for 

Holy Communion. 

KYRIE (Adapted from Plainsong of Daily Prayer, and Litany.) 

MERBECKE. 

m 



I 



Lord, have 



mercy up . on 



us, 



or 



t 



Lord, have mercy up . on 



us. 



<gL tal 



SARUM. 




t 



XT 



and incline our hearts 



to 



keep 



<g^ W 



XT 



^9 



this 



3X 



law. 



xr 




SARUM lOi^ Commandment. 



XE 



4=^ 



and write all these 



Thy laws m ourf J J 



. seech 



XL 



X£ 



e 



Thee. 

=8= 



xr 



Adapted from Plainsong of the Litany. 





MERBECKE. 



f 



f 



f 



ff 



and incline our hearts to keep 



this 



i 



« 



1af 



MERBECKE iOt^ Commandment. 



tf ' ^ 3 



1ar 



rf 



s 




law. 



IE 



?-|^ 



and write all these I j^. . - -.- 

Thy laws in ourl '^^*"^' ^^ "^^ " ^^^^ ™®®* 



XE 



5 



I 



« 



M = 

Lord, have mercy up « on 



1 



XE 



XE 



XT 



US, 



and incline our hearts 



to 



m 



XE 



keep 



this 

he: 



law. 



XE 



lOT ^% \!Qf^ C«mm%.xvAJW.«^'^ 






•«^.*.^«^• '^'*-'^'*^ 



8 




iOf? Commandment. 




a= 



X£ 



Lord, have up. on us, And write all these Thy laws in our hearts. 



i 



i 



3Z 





SARUM. 



e 



XE 



z 



Glory 
Thanks 



be 
be 



to 
to 



Thee, 
Thee, 



-9 






"n — 

Lord. 
Lord. 



e 



XE 



3£ 



XE 




TRADITIONAL. 



w 



i 



XE 



Glory be to Thee, 
Thanks be to Thee, 

a — 



s 



O 
O 



z 



Lord. 

Lord. 

II 



XE 



After the Comfortable Words. 
On Ordinary Days/l) in Monotone on ^ or^ 

(l) PRIEST Lift up your hearts. TSfi* Choir Edition.) 




i 



^^ 



^ 



^^5. We lift them up 
^ A ^ ^ 




un . to the Lord 




PRIEST. Let us give thanks unto our Lord God. 




^^5. It ii meet and right so to do 




On Festivals. 

(8) PRIEST Lift up your hearts. (See Choir Edition.) 



PRIEST. Let us give thanks unto our Lord God. 



^ 



g » ^ ^^'^ i 



ANS. We lift them up un . to 




the Lord 



m: 



z 






^ 



gy 8 ^ 



^^ 



*=«^ 



XE 



^^5. It is meet and right so 



to do 



^ 



g il 



"or 



CHANTS 



TOK THt 



CANTICLES OF MORNING AND EVENING PRAYER 



THE 'QUICUNQUE VULT' 



AND 



THE DAILY PSALMS 



i « mfe» — vs sm^ 



10 



Special Chants for the Gloria Patri. 




I (a) 



See Introduction p. S3 and suggestions to Organists ! 7. lo. 

Pelhjun Humphrey, ''Grand Chant" adapte<^ 

(b) , . (0, stomr. . ^^of^i-^"'- 





^ 




? 




i 



i 



I 



i 



If M 



B — IT 



BCiis: 



IT 



-o — o- 



Glo.ry be to the Fa.ther; and to the Son; and to the Ho . ly Ghost: As out 



^d. 



A. men. 



JJJJ.1 .1 



P 



2212: 



m 



XE 




The sections marked (a),(b), (c) in the following transpositions of this chant, are to be played as they are printed above. 

m . . (a) (b) (c) _^ 

rJ rJ o 



1 ^ li, '^j ,'^^ ,'?;, J J .: 





ly ,^(a) (b) (c) ^ ^, 



m 



■** T5 



m 



^s 




tJ^'G^ 



<i^i^t ^ i t|i f r[i-:"ih'@hO! 



XT 



•^ 



^ 




(a) (b) (c) 



"'s'gi^^'ar 



o^o -« 




VI (a) (b) (c) 




VII 

For ehanU in E or D use III above; this chant 
when in E is too low in the second reciting note 
for the eiORTA PATEI. 
NOTE. Ib Pa. 72. ▼. 19. repeat Amen. 



11 

N.B. These Sfeelal Gloria Chants can be had separately mounted on a stiff-board to be put on the desk behind the book^andshewthese chants above it. 




Glo.ry be to the Fa.ther; and to the Son; and to the Ho . ly Ghost: As itwas...with.out 



.out end 



i 




m 



± 



I 



W 



I 



A 



X£ 



EC 



A . men. 



^ 



JD. 



X£ 



Editor 



Thesections marked(a),(bj,(c) in the following Jranspositions of this chant are to be played as they are printed above. 

n (a) (b) fc) I . , n * - ,in . » (a) (b) (c) 




o o 



W-JUBt 



s 



^a 



« 






O O 



■^3^ 



XF 



I 




-ly , . (a) (b) (e) 





(a) (b) (c) 



m 



^ 



F^ 



F 



ZZEX 



s 



-e- 



(^1 I'^i'"*''"' Pf^ 






xf If 



II 11 



Q O 



«-€^ 



P 



VI (a) (b) (c) 




^3 



^*^f^ 



W 



il " m V^'=^TT 



M- 



I MiH i H fi ^. 1 I r-^"^ ^-'; 



2 



XE 



i 



XE 

XT 



^JI- 11 (a) (b) (c) 




a c^ 



o o 



Tj '^l;|^'^-w 



trrhj »'» 



«-e- 



i 



-e- 



iJfai ii. nn 



-S:is-i,'dtir£: 



Organ Harmonies for use with the Chants 

for the Venite, the Canticles, 

and the Quicunque vult, 

ANGLICAN. 

Venite, Exultemus Domino. 



(Sp. Gl. IV) 



Tomlinson. 




(sp.Gi.vn) 





H 4-^^ {' ■' I H *C 



W. Dyce. 



-e e- 



p=r 



^%M^ I I'hf^ 



S 



« 



XE 



(sy.ei.v) 



3.' 



l!?^' Hj^s^jijl ^ 



Anon. 



(g>^ {{ lo l 



^^ 



o — :§ — «r 



P-o- 



:& 



S=3i: 



I 



3r 



:» 




(Sp.Gl.Vl) 



s 



TJ 




13 



Anon. 



^ 



If 



dS^ 



^ 



^ff 






^ 



(sp.Gi.in) 



Dr B. Cooke. 




(Sp.Gl.IT) 



Gerard F. Cobb. 

A A 




(Sp.Gl. I) 




tJ'bijjJ 



s 



G. F. Jackman. 



3^ O *» Ih 



^ 



xc 



** Venite continued. 

(Sp.Gl.IV) 



H. W. Baron. 




(Sp.Ol.V) 



R. H. Stevenson. 




(Sp.Gl.VIl) 



S. B. Rownson. 




ri" Ji ^ ' d ji^-j 



w^ 



m 



IT 



s 



i^M 






ms 



3£ 



JX 




m 



(Sp.OI. II) 



Ij g d a . ig II |o| ^ — LL 



H. J. Poole. 









i^ 



« 



TT 



XL 



TT 



P 



12.^ 



Venite continued. 

Sp.61. II) 




i^^ 



H. Wicks. 



5 



xx 



l *^!^ H, ." r^"fi"f"'' 



? 



s 



sp.oi.rr) 



J. Heywood. 




For Ash Wednesday and Good Friday. 

(A) T.l-7. 



o.c. 





Change of Chant. 

▼. 8 to end and Gloria. (Sp.GI. IV. VI.) 




(See Good Friday Proper Pms.j 



L.^. .k 



Short Mediation Chants; Venite. 

(Sp.Gl.I) 




^- 






# 



M 



XL 



XT 



w 



f 



fi 



m 



XC 



xc 



Anoa. 



s 



t 



XC 



p — 



Short Mediation^ Yenlte^ continued. 

(Sp. 01. m. T) Arthur H. Brown. 

A. 




(Sp.Gl. Ill) 




Anon. 



hJ *^ " 



XI — » 



ii"" rMiHlr.^r-J° 



^ TT 



e 



^^ 



IE 




(Sp.01.II) 



* 



W 



^ 



W. Hanbrow. 



B 



.ies=^ 



^^ 



ff 



£ 



F^^ 



i 



U: 



s 



i 



t 



i 



(Sp.Gl. V) 



Arthur H. Brown. 




(Sp.Gl. II. VI) 



i 



A.V. Gough. 
r 



H "'M'-^ " 




(Sp.Gl. VI) 



W. Hanbrow. 




(Sp.Gl. IV) 



A.V. Gough, 

F 




I ll ■J. I .„...il4, I L 



16 



1(A) T,l-6; 




^ 



z 




S=BZf3 



r-^ 



f 



Te Deum Laudamus. 

(New Pointing.) 

H. W. Baron. 2 (A) t. 1- 6; 

A 




-e 



B=t 



I 



^ \9 ? _^ m 



" fi-f , " j i II <i?' " r^ 




0. C. 



^ 



^ 



Ig i"^n 



« 



\ \^ " 



M J J ° :: ! 




T. 7-10; 



•^ 



C 



^ 



o g> ^ g 



g^ 



H ^11 s^ 



t 



^s 



M 



£ 



m 



-e r 



I" fJ" ■■! 






▼. U-eiid. 



S 



^ 



« 



ii 



» o : 



«■ 



(i>l '*f^P!p|B ^ 



i^J 



o. 



•e- 



m 



Te Denm (N.P.) continued. 

3 (A) r. 1-6; 



A» H. D* 




G. F. C. 




▼. U - end. 



W. Hiae. 




. ^ Te Deum (N,R) continued. 

4 (A) T. 1-6; 



17 

A.H.B. 





A.. n,D» 



^ 



B33 



^^ 









« 



n 



3X 



it 



^ 



W. Horsley. Mus. B. 

A 




^ , ^ (Old Pointing.) 

5 (A) r. 1-21. 




I^P 



A.V. Gough. 



(Old Pointing.) 

5 VB; T. 22-eiid. 



A.V. Gough. 



^ 



i 




3i: 



^^^ 



I T5 



1 ^'' " J MI m j i 




18 




Benedicite Omnia Opera, (l) 

(Shortened Form.) 



I 



i 'o I H 



Arthur H. Brown. 

A 



^ 



« 



TT 



J 






all ye works of the Lord Bless ye the Lord: Praise Him, and magnify Him for 



$v . 



er. 



^■ 



# 



xz 



s 



:j j H 



XT 



-^ 



3X 



2. ye Angels of the Lord, 

3. ye Heavens, 

4. ye Waters that be above the Ffrmament. 
6. O all ye Powers of the Lord, 



I Bless ye the Lord, 

I Bless ye the Lord, 

I Bless ye the Lord, 

I Bless ye the Lord, 



Praise ^c. 
Praise ^c. 
Praise ^c. 
Praise &c. 
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6. ye Sun and Moon, 17. y& Stars of Heaven, I Bless ye the Lord, 

8. ye Showers and Dew, 1 9. ye Winds of God, I Bless ye the Lord, 

10. ye Fire and H^at, 1 11.0 ye Winter and Summer, I Bless ye the Lord, 
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I Praise Ac for 
I Praise Ap. 
I Praise ^z. 
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XT 



9=31 



12.0 ye Dews and Frosts; Il3.0 ye Frost and Cold: I 14.0 ye Ice and Snow: I Bless ye the Lord: I Praise Him Ac. 

16.0 ye Nights and Days: II6.O ye Light and Darkness: I 17. O ye Lightnings and Clouds:! Bless ye the Lord: I Praise Him Ac. 
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Earth 
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Yea, let it for. 
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19. ye Mountains *and Hfllfl: 1 20. all ye Green things upon I Bless ye the Lord: 

the Earth: 

21. ye Wells: 1 22.0 ye Seas Snd Floods: I Bless ye the Lord: 

23. ye Whales, and all that move I 24. all ye Fowls of th? Afr: I Bless ye the Lord: 

in the Waters: 

26. all ye Beasts and Cattle: 1 26. ye Children of Men: I Bless ye the Lord: 



I Praise Him Ac. 



I Praise Him Ac. 
I Praise Him Ac. 

I Praise Him Ac. 
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Israel 
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Praise for. 
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28. ye Priests of the Lord: 
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t 29. ye Servants of the Lord I Bless ye the Lord: 
30. ye Spirits and Souls of I 31. ye holy and humble men I Bless ye the Lord: 



the Righteous: 



of heart: 
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I Praise ^c. 
I Praise Ac. 
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Misael, 
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Bless ye the Lord: 
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Praise Him Ac for 
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Ho - ly Ghost; 
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Benedicite, Omnia Opera (2 and 3.) 



2 (A) w. 1- 5; 18-26; and Gloria (Sp.Ol. V)* 



Arthur H. Brown. 




^ A Special Oloria is ei«peciall/ d^!«irab]e for the Benedicite witli a vingrle Chant. 



(B) 



▼fr.d-17; and27>32. 



Arthur H. Brown. 

A. 




3 Double Chant. 

(not Sp.Gl.) 

DEC, _. F 




ALL. 



8 I I M \ 



^ 



p » 11 



.... ye th^ Lord: 



•• 



for 




^S 



ev. er. 
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Sir H. S. Oakeley. Mus. D. 




.... ye the Lord: 
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for tv . er. 
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^i^Vi , rhj 
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Glory Ghost: As it... .out end.... II A . 



-e- 



men. 



NOTE. When the double chant is used, the FIRST terse must be sung with the fbllomnff refrain. 

ALL* O ill ye works of the Lord, bless ye the Lord: ftiise Him, and magnify Him for ever; II Praise Hlin; praise Him: Praise 
Him, and magnify Him for ever. 

The EIBETEENTE terse thus^ with the following refrain. 

ALL. O let the earth bless the Lord: Yea, let it praise Him, and magnify Him, for ever; II Yea, let it praise Him: Pk'iiseHim, and 
magnify Him for ever. 

The TWENTY-SEVENTH verse, with the same refrain as the First. 

And the LAST verse, will, together with the Gloria, just occupy the fuU length of the chant. 

The rest of the verses will be sung as shewn by the example between the upper and lower staff. 



Benedictus. 
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Arthur H. Brown. 
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(Sp.Gl.V) 



J. L . Gregory. Mus. B. 
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(Sp.Gl.VI) 



D.John D.Codner. 
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(Sp.Gl.V) 



Dr E. J. Crow. 
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(Sp. Gl. VI) 
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^ Benedictus couUnued. 
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(Sp.Gl.IY) 



Arthur Page. 




(Sp.Gl.TI) 



Thos. Puree]]. 
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^ By permlMioB of Mf John Blockld7> Argryle Street » Regent Street. 



Long Form Chants; Beuedictus. 

(rsp.Gi.iii.vii) 




Arthur H. Brown. 

A ^ 




.... to the Holy Ghost II ....world without end.... 



Amen. 



(r Sp.Ol. II) 



^ jJo^'j^j II fiJO 



Arthur H. Brown. 




(? Sp.61.T) 



F. S. Garton. 
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Jubilate Deo. 



(sp.61. ni) 



J. Battishill. 




(Sp.Ol. I) 




H % t^^ i 



Geo. Kennett. 
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(Sp.Gl.V) 





A.E.Crook. 
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DrE.H.Torpin. 
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A.V. Gough. 
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Short Mediation 

(Sp.Gl.Vl) 



Chants; Jubilate. 



S.B.Rnwnson. 




(Sp.Gl.IV) 
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Magnificat. 
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(Sp. 01. III. VII) 




Dr E. Dearie. 
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(Sp.OI.V) 



SirJ. Goss.Mus. D. 
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J. L. Gregory. Mus.B. 
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(Sp.Gl. IV) 



Dr H. Hiles. 




(Sp.61. T) 




(Sp.Gl. VI) 



R. Goodsoa. Mut. B. 




Rev. Sir F. Gore Ousefey. Mus. D- 



Magnificat continued. 

(Sp.Gl. IV) 
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(Sp.Gl. VI) 



Sir H. S. Oakeley. Mas. D. 




(Sp. 61. VI) 



J. Turpin. Mus.B. 
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,H.A.Jebou]t. F.R.C. 0. 
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Long Form Chants; Magnificat. 

(rsp.Gi.v) ^^ 
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Arthur H. Brown. 



i,,,. to the Holy Ghost II.... world without end.... 
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Cant ate Domino. 
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Arthur H. Brown. 
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(Sp.Gl. V) 
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A. S. Cooper. 



& 



^j. 



m 






u. 



XE 



S 



o <> 



i 



-e- 



(?Sp.Gl.Vl) 




r M,i6 



S=B 






r-* 



P 



a 



i 



F. S . Garton. 
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A. V. Gough 
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Cantate continued 

(Sp.Gl.V) 
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David J. Thomas. 
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(rsp.Gi.iii) 



Sir R. Stewart. Mus.D. 
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Short Mediation Chants j Cantate. 

(Sp.Gl.I) Anon. 
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A.V. Gough. 
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(Sp. Gl. V) 



A.V. Gough. 




(Sp. Gl. VI) 



AV. Gough. 
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Nunc Dimittis. 

Rev. R. R. Chope . (Sp.Ol.TI ) 



XL 



« 



(Sp.Ol.VI) 



Anct Harmony. 




(Sp.Gl.VI) 



Df W. J. Wcstbrook. 




(Sp.Ol.TI.n) 



Rev. H. J. Poole. 




Arthur H. Brown. 




(Sp.Gl. IT) 



G. Kenneit. 
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For Lent (r Sp.Ol.VI) 



Okeland. 




For Lent, Clianffeable.(Sp.61. IT. TI) 




Nunc Dimittis continued. 

(Sp.Gl.TI) W. H. AllchiB. Mus.B. 

"'■ '■' ^ 




(Sp.Gl.VI) 



Arthur H. Brown. 
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D. Juhn D. Codner. 
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(Sp.Ol. IV) 
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J. Hey wood. 
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Long Form Chants; Nunc Dimittis. 

(r Sp.Ol. Ill) Arthur H. Brown. 




(rsp. ui. V) 
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F. S. Carton. 
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Deus Misereatur. 



Arthur H. Brown. 
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F. A.W. Docker. 

A f 




(Sp.Gl.T) 



W. Wanless. 
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(Sp.Gl. V) 



Dr Greene. 




Short Mediation Chants; Deus Misereatur. 

(Sp.Gl. I) 



(Sp.Gl. IV) 
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The Psalm 
"Quicunque Vult" 

or 

Athanasian Creed 



(A) (Sp. 01. V. I) T. 1-20; ud GlorU. 
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(B) 



▼. 21-28, 
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T. 29-37, (294 Form, r. 29-42) 
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VU/ T. 38-42, l?*Form, Monotone, Aeeom^aBUA.. 
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Harmonies for use with 



THE DAILY PSALMS. 



First Morning 

Venite 7, 15 or 17. 



P«.l.(Sp.Gl.Vl) 
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or the follovcing Triple Chant, 




or Ps. 2.(11) Triple Chant.CSp.GLTl) 
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Arthur H. Brown. 
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Rev.W. H. Havergal. 
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Ps.d. (II) Double Chant (Sp.Gl. tf) 




David J. Thomas. 
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Ps. 5. (Sp.Gl. VI) 



Rev. R. R. Chope. 
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Ps. 8. (Sp.Gl.VI) 



J. L. Gregory. Mus. B. 
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Second Morning. 



Venite 6 or 16. 



Pii.9.(I)(Sp.Gl.III) 



Arthur H. Brown. 

A I r 




Ph. 9. (II) Doubje Chant (Sp.Ol.V) 




Pto. ll.(Sp.61.III) Minor ▼. 2-3. only 



P. Tottenham Lucas. 
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Second Evening. 




P^. 12. (Three -note inflexion) (Sp.Gl.Yl) 
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Ps. 13.(Sp.Gl.VI) 
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P. Tottenham Lucas. 
Pa.lO.T. 1-5. min; 6 aaj; 7-12. mla; 13-«n4, maj. (Sp.OLni) 
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Third Morning, 



Venile 12 or 17. 



P».15.(Sp.Gl.VI) 
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T. Tallis. 



iSI[ f^ fl % 



^ IJ.. ° 



TT 



m 



B O 



XT 



Third Evening. 



Ps.l8.(A) T. 1-15; Gloria. (Sp.Gl. in) 
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Ps.ie. (Three-note inflexion) (Sp.Gl.Vl) Arthur H.Brown. 
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Fourth Morning. 



Venite 1 or 6. 

Ps.l9.(A) T.l-6; and Gloria. (Sp.Gl. IT) 
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Fourth Evening. 
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Fifth Morning. 
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P8.24.(II) Double Chant. (Sp.GLVI) 
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Ps. 25. (Sp.Gl.VI) 
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Fifth Evening. 
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or Ps. 29. (n) Doable Chant. (Sp. Gl. IV) 
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Sixth Evening. 



P8.32.(I)(Sp.Gl.Tl) 
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P«. 32. (n) Doable Chant (Sp.ei.YI) William Thomas. 



Hf 



« 



^^ 



^^ 



« 



^i 



5^ 



«- 



»■ 



gi^ 



XE 



^!^^ 



^S 



i 



\s\i'^ '<» ^O 



A . 




. men: 



a^ '- if^-r 



i 



SZIIZ 



A 



. men: 
, Q. 



© 



XE 



JUL 



A . men: 



^ 




Pto. 33. (sp.Gi.n) 



I'lul JJ Jl. '' 



D.J. Thomas 



J. Turle. 
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Seventh Morning. 

Venite 11 or 17. 



Ps.3R.(Sp.Gl. n) 
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Eighth Morning. 

Venite 3 or 21. 

Ps. 38. (Sp.oi. Ill) A. H. Brown. 
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See next Column. 
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r. 13 and OlorU (Sp. 61. V for t. 13 and Gloria.) 
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Rev. H. J. Poole. 
Or this Psalm may be sungr to the Triple Chant of Ps. 97 (y. 13 t& 
the Gloria strain), or to the Triple in the App? transposed to G. (t.IS 
and Gloria to Sp. Gl. Y.) 



Pk.42.(A) V. 1-5; and Gloria (Sp.Gl.y) Sir J. Goss. Mus. D. 
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T. 7; and v. 15; not Gloria. 
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Ps. 43. (A) T. 1-4; (Sp.Gl. V) 
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Kev.W. H. Havergal. 
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Ninth Morning. 



Venite 7 or 18. 

P». 44. (A) T. 1-9; and Gloria (Sp.Gl.VI) 
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Ninth Evening. 

P... 47. (Sp. 01. in) w. A. Blakeley 

i 



(gJ'V^^^J.^ ° 



» 



^ 



^ 



s 



f^ 



^ 61 JG** " l °l 3i|C>^ o ^ 



5 



P».48. (Sp.01. Ill) 
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Ps.49.(Sp.Gl. lU) 
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Tenth Morning. 

Venite 8 or 22. 

Pi. 60. (A) y. 1-6; 
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Ps. 60. r. 22-end. (Sp.OI. IT) 
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Ps. 51. (Three. note inflexion) (Sp.Gl.Vl) 



Dr W. Hayes. 
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Tenth Evening. 



P>. 63.(1) (Sp.OI. m) 
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or Ps. 53.(11) Double Chant (Sp.Gl. Ill) 
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A. 54. (Sp.Gl. Ill) 
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Dr Dupuis. 





y. 10 -end <& Gloria. (Sp.Gl. V) 
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Ps. 67. (A) ▼. 1 only. 
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DrC. Vincent. 
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Ps. 58. (Sp. Gl. V) 
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Eleventh Evening. 



Pt. 69. (A)y.l-7; 



W. Hine. 
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Drew. Pearce. 
Pa. 60. T. 1-5 mi«or; 6-eiid maJor.(Sp.Gl.y) M. B. Elliott. 
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Pi. 61. (Sp. Gl. Ill) Minor r. 1 « 2, only. 
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Twelfth Morning. 

Venite 7 or 15. 




Ps. 62. (I) (Sp. Gl. TI) 
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Pa. 63.(1) CSp.Gl.l) 
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Ps. 64. (Sp. Gl. VI) 
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Twelfth Evening. 



Ps. 66. (Sp. Ql. IT) 
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P8. 66. (A) T. I78; 14 -end. (Sp.Gl. IV) Arthur H. Brown. 
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Thirteenth Morning. 
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Fourteenth Evening. 

Ps.73.(I) (Thr«e-note inflsxion) (Sp.Gl.IV) 
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(Adapted by permission.) 
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Fifteenth Morning. 
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Ps.76. (sp.Gi. rv) 
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Sixteenth Morning. 
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XE 



^m 



(B) T. 8-11; and GlorU. (Sp. Gl.V) 

5 



$ 



JX 





Ps. 81. ▼. 1-5; and Gloria. (Sp. Gl. II|) 

' K 



J. Travers. 



u i J ; J I u b\ M 



l <j»« ii HP3 ° ih:^ ^ 



c^ 



^ 



4^-^ 



IS 

5r« n<^Tf Column. 



(B) 



T. 6-11; 





T. 12- end; not Gloria. (A) 



s 



28 



tt=p 



2S 



■^-^ 



M ^^ 



W 



XT 



xizzzr 
o 



^>^i(rq>, !'■■; ||M-r^.° 



^ 



Sixteenth Evening. 

Ps. 82. (A) T. l-4j8^ and GlorU. (Sj. Gl. I) j Hey wood. 




'^g'k'^L " ° " Im t" 



^^^^ 




Pk. 83.(1) (Sp.GI.TI) 




^ 



^M 



Arthur H. Brown. 

A I r 



W=^ 



(gfc ^ H f^' ^ 




n 



5= 




TT 



or P*. 83. (n) Doable. (Sp. Gl.V) but only vltli rifl^t bJiBd eolamn. 




^ 



A . 



Z 



JU'm 'l^.'/J 



D.JdinD.Codner. 



. men. 



W 

A 



Ef 



. men 



ia 



g 



(P n 



g 



w 



s 



XC 



Aimen. 



p 



^e- 



Pi.84.(A) T.1-7; 



T. Kelway. 



P 






# 



^ 




* 



^ 



^ 



XE 



I " f^f M ;! 




T. 8.eiiil. (Sp. Gl.n) 





^^j^ 
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Seventeenth Morning. 



Venite 6 or 22. 

Ps. 86. (A) T. 1-7; and 14-eiid.(Bot Gloria.) 



J. W. Elliott 




(B) 



▼. 8 -13; GlorU. (Sp. Gl. VI) 




Ph. 87. (Sp.Gl.VI) 



r ^H 4' ^ ' ti V u-y 



Rev. H. J. Poole. 

A r 



& 



^3 



^ 



^ 



w 



^ M r-^^ ^ 



<p o 



^^2 



XT 



xy 



Pk.88. (Sp.Gl.VI) 




i^h< ^./^l.o 



Michael Wise. 

r 



^=^ 



^^ 



=» 



I 



d 



XT 



^ 



Seventeenth Evening. 

P». 89. Chani^eable. Arthur H. Brown. 

(A) V. 1-19, maj; [b]; 37- 60, mlii; 61 and Gloria major, (or for 
61 and Gloria, Sp. GKV) 




B ^ ^ y 



i^i rJ^ 



3= 



EE 



*^ 



Z=X£ 



5? 



t^ 



^ 



(B) 



T. 20-36. 




M 



^^ 



li 



^ 



■""iH 1'^; 






^ 






Eighteenth Morning- 

Venite 4 or i8. 

Pb. 90. Changpeable. 

▼.1-4, majj 6-12, min; 13-end, maJ.(Sp.Gl.yi) Q.W. 



^^^ 



«-r^ 



fl3"J«^^ 



^ 




^ 



** 



«- 



^^?^ 



-e- 



n: 



M 



# E|| also when Minor. 



^m 



fzt 



P8.91.(Sp.01.VI) 



(I I \\_,\ih\\ ^ 



BP Turton. 



XT 



(Sjy j | 8| ftp o iU 



i9^- 






;— w 



] 



»s 



p 



^ 



xr 



XT 



Pk. 92. (Sp. 61. n) 



R. Allnutt Boissier. Mus.B. 

A f 




Eighteenth Evening. 



Fk.93.(Sp.61.l) 



67 



T. Kelway. 




Pa. 94. (A) T. 1-7? ^lir(C) for t.5- ^ 



Anon. 



(B) 



(C) 



▼. 8- end. (Sp. 01. in) 




M rjf 



? for ▼. 5-7 if desired. 
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Nineteenth Morning. 



Pt. 95. (A) T. 1-7 A Gloria. (Sp.Gl. Ill or V) 




P*.96.(I) (Sp.Ol.T) 






Rev. Sir F. G. A. Ouseley. Mus. D. 






feifi >^^^p n |M |ir^^^r^ M N 







V 






or Pk. 96. (II) Doable Ckaat. (sot 8p. 61.) 




i 



3^1 



s 



^ 



Dr Randall. 






Glory .•••'.. Ghost: As it endk..... 






A.lll6Ilo 



P». 97. (I) (Sp. Gi. V) 



A. S.Cooper. 




or n. 97. (n) Triple Chant, (not Sp.Gl.) but only after Ooseley. 

A 




Nineteenth Evening. 



ft. 98. (I) (Sp. 01. Ill) 



Sir R. Stewart. Hus.D. 




o> Ps. 98. (II) Triple; bat only with left liand eolamn, and with 
Gloria to the first lino onlj, or Sp. Gl.T. 




&9 



Pt. M.(Sp. ai.y) 




Fa. loo.(sp.6i.y) 







A.H.Brown. 

A r 



X£ 



m 



£ 



J 



Q II 



F 



«-e- 



p 



ft. 101. (Sp. Gi. y) 

r 



A. £. Crook. 
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Twentieth Morning, 

Venite 5 or 16. 

F». 102. (I) (Sp.Gl. Ill) Maj. nt v. 13-end. 



M. B. Elliott. 




or Ps. 102.(11) Doable; bat only as a changre from the 
13!J verse. (Sp.Gl. VI) 



ii i^J»JU ' i|M ^ 




A. H. Brown. 



Ps. 103.(A) T. 1-19; 




A.H. Brown. 



i 



B^ 



=25 



-o e- 



f 



^ 



X£ 



^m 



o ff 



(B) 



T. 20 -end, and Gloria. (Sp. Gl. Hi) 




Twentieth Evening. 



Ps. 104. (Sp. Gl. Ill) 



Sir R. Stewart. Mus. D. 




■» 



z 






£ 



^^~¥^ n 



» — rr 



^ 



^^ 



g o 



XE 






«-»^ 



TWentyfirst Morning. 



Venite 12 or 15. 



Pi. 105.(Sp.Gl.VI) 



Rev. Sir F. G. Ouseley. Mus. D. 

A 





Twentyfirst Evening. 

Ps. 106. (A) T, 1-5; 45-eBd. (Sp.Gl.VIr.46«Gl)Rev. J. Eckersly. 



I 



» 



gM-5 



| 8| "ii" rJQal II 



t 



^ 



^ 



M 



t* 



a 



« 



^ 



a=« 



(B) T. 6 A 7; 13-29; 32-42. (Chaiigre of Chant.) 




(C) r. 8-12; 30 A 31; 43 d: 44. (Chansre of Chant.) 

.C . I . — A. 







J o -e. 



tt 



22 

-4^ 



e=v. 



3£ 



X£ 



■©■ 



P 



^ 



8 " l i 



Twentysecond Morning. 



61 



Venite 7 or 18. 

Ps. 107. (Three-note inflexion.) C. King. Mus.B. 

(A) T. 1-3; M;- 33-43; |C forGlori*] (Sp.Gl.Vl) 



jp ^ \{^' j i j II y Jo J j rig. li 



m^ 



£ 



JQL 



XE 



w 



XT 



i 



.Q. 



I 






« 



XE 




(c) 



(D) 



(Adapted) 



V. 4-7; [C]; 10-14; [c]; 17-20; [C]; 



i? 



^m 



^^ 



i 



^^ 






jznr 



** 



^ 



T. 8*9; Cb]: 15^*16; [B];21«22;[D]r31*32![A3;fflori«. 




j^nj ^.. -Out end. I Amen. 



T. 23-30; BO; 




6t 



Twentysecond Evening. 



Pi* 108. (Three -Bote inflezioii.) 
(A)t 1-6; lO-end. CSp.Ol.n) 



■ilJ l H J-'J^-!.-* 



AaoB. 





or Pi. 108. (II) (Three-aote inflexion) Donblo. but only 
with the left hand eolumn. (Sp.Gl. IV) 




H.A.Jeboult. 

A. '' 



Adapted by permission. 



Ps. 109. (Three-Bote inflexion.) 
(A) T. 1-19; 29, 30; and Gloria. (Sp.Gl. VI) 



DT W. Hayes. 




[orCA. n) Ckaiif« of karmony witkia the flnt leetloB.] 




<gl^ M 



JCS: 



l |ta l , ^ 






m 



X 



= y P II 




^J jl 'M t] t; 



£=te 



P 



JX 



XI. 



II 1,0 w^^^iif^ 



Rev. H. J. 

Twenty third Morning. 

finite 4 or 15. 

Pa. HO. (Sp. Gl. VI) 



Poole. 



^s 




Arthur H. Browa. 



n: 






s 



<9 O 



xr 



] 



P9.111. (Sp.Gl.Il) 



C. W. Lavington. 

A r 




Pi.U2.(l)(Sp.01.VI) 

f 



E. F. Rimbault. 
b. ^ 




or Pb. 112. (II) Double. (Sp. 61. VI) 




Fa. 113. (Sp. Gl. VI) 



6S 

J. C.Ward. 




Twentythird Evening. 




Pki. 114. (Lon^ Form) (Sp. Gl. V) 



^{iUh^^^^ ^ 



Arthur H. Brown. 



«-*>— e- 



to the Holy Ghost. world withSJut ^d. 



kt 



S 



! [•[/■ "7; [! '' 



« 



f 



i 



or to N? XX (Doable) in the App? 



Fli.U5. (Long: Form) (Sp.Gl.V) 



Arthur H. Brown. 
A ' 




to the Holy Ghost. world without end. 






n 



^m 



p^ 



XE 



? 



« 



3X 




»^-4J- 
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Twentyfourth Morning. 



Venite 12 or 17. 



Pi.116. (Sp.Gl. IV) 




''Ma '/'JJltj Jjj- 



J. W. Elliott. 

A / 




c^ 



« 



A 'rgc ^ ! |i 1 u ^^ 



ST 



Ps. 117. (Sp. Gl. IV) 




1;^ 



^ ^^ H » j J i J 



e 



Df Hopkins. 

A r 



^ XJ 



f 



XT 



n: 



*^iK\T, " " g 



XT 



u 



^ 



S 



«=xr 



XT 



3£ 



Xf 



Pi. 118. (A) T. 1-18 J 




Je 



A. Page. 



^^i 



1^ 



5=8 



2r 



^^ 



C\ 



^ 



XT 



S 



q^ 



« 



^ 



a CL 



IE 



(B) T. 19. end. CSp.Gl. IV) 



if 






TJ 



k: 



i 



a. 



XE 



■e- 



« 



^ 



a 






M 



xxz 



Twentyfourth Evening. 

Pi. 119. T. 1 -16. (Sp. Gl. VI) 



R. Farrant. 




» AAtx 4« «- . ^^ « Josiah Pittman. 

Pi. 119. T.17-24, maj. 26-32, min. GlorU, major. (Sp.Gl. VI) 




Twentyfifth Morning. 

r«nt7« 9 or 19. 

P«.1I9. T. 33-48. (Sp.Gl. V) 



U i'JiJiJ I Iu i"^ 




T. Bedsmore. 



FT 



MS 



■tf— e- 



Pi.U9. T. 49-64. (Sp.Gl. ni) 

j 1 1 1 1 n 



Arthur H. Brown. 

A ^ 





Fli. 119. V. 65-72. (Sp.Gl.ni) 



jai h^ 1' " ^ 



5== 



J. Heywood. 



X£ 



^o — e- 



^sbi 



^ Y^ » II fC^. V ^ 

M pi II ^^ \^\ ^ ^ 



XE 



g O 



xc 



Twenty fifth Evening. 



Pi. 119. T. 73-88. (Sp.Gl. IV) 



A. S. Cooper. 





P«. 119. T. 89-104. (Sp. Gl. IV) 



V 



a 



0t 



'=*r 



%, "^O* 



^ 



D^ E. Dearie. 



t^ ° 



l <i» ^^1. 'tfy 



XL 



=5: 



i 



JQ. 



5 



z 



XJ 



Twentysixth Morning, 

VtniU 4 or 18. 



H 



P8.119. T. 105-120. (Sp.Gl. VI) 



Arthur H. Brown. 




PS. 119. T. 121-136. (Sp. ca. n) 




P^. 119. T. 137- 144. (Sp. Gl. VI) 



R.Goodson. Mus. 6. 




*N-B.v.l38. 



Twentysixth Evening. 

Ps. 119. T. 145 - 160. (Sp. Gl. IV) 




''' M-f -'V^ ' 



ws 



^ 



W. Walond. 



r prr^* 



I ' ll ' " ' i r " 1 11 "' 



^ 



z::a: 



P 




Pii.119. T. 161-176. (Sp. Gl. IV) 



W 



3 



E. F. Rimbault 



^°P=^ 



(g i ^i h l i 



XT 



nfl f.^^ 1 . 



w 



m 



-^ 



5 



■B 
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Twentyseventh Morning- 

Venite 9 or 16: 



Ps. 120; and Pb.121.(I) (Sp.Gl.V) 



W. Bonar. 

r 




P». 122 and F^. 123. (Sp.Gl.V) 



Sir J. Goss. Mu8. D. 




"W ^^^ xy 



or Ps. 121 only (II) Doable. (Sp.Gl.V) 




I: 



*t 



^ 




s=« 



Arthur H. Brown. 

A ' 



X£ 



A 



. men. 



iOi. J 



< bi r^^ 



A . 



H 



TT 



. men. 



p:#HH^s^ 



:& 



XE 



i 



A . men. 



2i 



Ps. 124 and Ps. 125. (Sp.Gl.V) 



Rev. W. H. Havergal. 




M ^ gj ^^ - 



Twentyseventh Evening. 

Ps. 126 and fa. 127. (Sp.Gl.Tl) 



Drew. Corfe. 




^^r r-r ° 



XE 



:& 



»- 



Fh.l28 and Ps.l29.(l) (Sp.Gl.I) 



Df Alcock. 

r 




or Ps. 129 only (II) Doable. (Sp.01.Vl)but only with 




the rig^ht hand column. 



^& 



m 



i^s 



«^^ 



5 



Mrs 






^ 



^ 



zc 



#=tt 




j» 3g|^3J 3ll ^g 



O 



A.V. Gough. 

r 



rj,, a g#o 




XX 



men. 



. m^n. 



^ 



a 



3£ 



tt 



^J^ " I 



I 



XX 



A . men . 

■^ — o— 



67 



Ps.l30.(I) (Sp.61.III) 



Arthur H. Brown. 




or Ps. 130 (II) Doable. (Sp. Gl. V) but only with the right hand column, 

yy and only after Alcock. 



1^ g j?jii^ ll [3jL"'^° <»' 



^ 

^ 



M " M " 1'^ rJF "'^ s I 



k 



^ 



i 



Arthur H.Brown. 



^ 



«-5hs 



A . . men. 



s 



i=H 



let 



^ 



« — e- 



A . 



^ 



. . « men . • 



.men. 



DC 



^ 



XE 



Ps.131. (Sp.Gl.I) 




W.A.Blakeley. 






S 



W 



^^ 



^ 



^ tny " I >^ 



"W 



::^"Z 



XE 



XE 
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Twentyeighth Morning. 



Venite 3 or 19. 



Ps. 132. (A) T 1-7; 10-14; 



J. Turle. 





V. 8dc9: 15.end. (Sp.Gl.V) 



ld/:J | | M*^J 

'o'" i»* II a ^ 



^^ 



Al. 



^^=1^05? 



J§^ 



P 



**gff 




XE 



? 



*ff 



SEXT 



^ 



-e- 




P^. 133. and ?■• 134. (Thre«.Bote inflpxion) (Sp.Gl.V; or III if the 
Double follow.) , C. E. Stephens. 



s 



3 



fe» ',1 ^ '■ '■■ 



... .out end 



^_OL 



M 



S 



P«. 135.(1) (Sp.Gl.V) 



o 



"a 

(Adapted) 



Amen, 
a 



-^ 







J. L. Gregory. Mus. Bac. 



ft 



s 



XE 



tt 



9- 



^ 



A 



I 



tj 



t 



fi 



or the foUowinf^ Double Chant. 



or Ps. 135. (II) Double, (not Sp.Gl.) 



Rev. H. J. Poole. 



V 21. Praised.... Si . on:Who...Je . ru . salem. 

t^-^ jot ^ ^^^ 

r i " I ^ [ r. : " I I 




^ 



s^ 



^p 



Glory Ghost: As it. 



^ 



XT 



end 



^ 



19- 



<9 — e- 



-e- 



^^ 



:^3i 



X£ 



^■ 



XX 



_^ 



XE 



A. men. 



XE 



XE 



Twentyeighth Evening- 



Pa. 136. (I) (Sp.Gl. II) 




or the follGtcing' Triple Chant. 
A pause or short Interlude before the next Psalm. 



69 




or Ps. 136.(11) Triple, (not Sp.Ql) 

r 



V 



m 



4 * < 



32 



» 



^ 



XE 



TT 



11 H 






^ 



S 



k 



s 



^ 




^ 



^ 



1(8= 



@ 






JOl 4 



13— -e- 



s 



9- 



^ 



« 



X£ 



^ 



k 



1^3 



6 -7-^ 



^^ 



W 



& 



F. S. Garton. 

r 



XE 



Glory 



ei?r- 



tl^=tfcr 



Ghost: As it '$nd 



^« — o- 



^ 



"TT" 

A. men. 



^ 



This last line of the chant must be repeated for v. 22,but ^illatthe 
end fall to the Gloria without repetition. 

A pause or short Interlude before Psalm 137* 



Pa. 137. (not Sp. 61.) 




Rev. W. Felton.(an old form) 



T^ ....world Without , end. 



I <5>lh. M ^J_J 



L 






^ 




A pause between Psalm 137 audits Gloria (if fung); or before Psalm 
138 with Interlude. 



Ps. 138. (Sp.Ol. IV) 



\ A 



J. Battishill. 




Twentyninth Morning. 

Vtniie 8 or 17. 

p.. 139. (Sp.01. lY) Dr H. Hiles. 




^^^^^ 



& 




xi: 



pi o 



XE 



^ 



X£ 



Ps. 140, (Sp.Gl.IV) 



^'' 1 , H '^/^J'j l n^ ^ 



H. W. Baron. 



gfi^ ' 



xc 






5 



XE 



i 



1[^: 



X£ 




Ps. 141. (Sp.Gl. lY) 

k 



h- 



^ 



n^ 9 : ^ 



TT 



tt 



n 



^^ 



A.V. Gough. 



K=^ 



9 



^^ 



S 



z 



?t 



g ^ n : 
« o 



^ 



3x: 



•z 
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TVentyninth Evening. 



P«.142. (SF.01.V) 



Arthur H. Brows. 



fa-JX ij J '. ^ 



w^ 



I L I i ' . U j II iJ'^ ^ 



w 



Pa. 143. (I) (Sp. Gl.V) 



or Ps. 143. (U) Doable. (Sp. 61. V) 




■^^^^^^ 




I'" ° ■■ i t^ ^ 1 



I 



grxT 



Df Blow. 




Aaoa. 




% 



Thirtieth Morning. 

Venite 7 or 15. 

Fk. 144. (A) T. 1-10; and Gloria. (Sp.&l. 7) 



I ^' h^ ^ ji j l fl M 



J. Hey wood. 






fl 



-i-r^J 



H. 



XE 



«=Z 



i 



i-a 



XT 



ft 



i 



«^ 



i 



Chang'e of ChjQit. r. 11-15. (not Gloria) 




^ 



y^ i ^ j ^ B 



«-™ 



XE 



^^E 



1* -» XJ 

H " » 8 " 



M n 



Pft. 145. (Sp.ei. I) 




» 



^^ 



Arthur H. Brown. 



« 



1^ 



==S 



•a — » 



IE 



^ 



S- 



XT 



^^ 



XT 



xi: 



g-IT 



XE 



Pi. 146. (Sp.61.yi) 



Wallace. 




Or to tke Triple Ckamt N? MI in tke App?, or to that of Psalm 2, bmt 
preferably in G, its original liejr. 



Thirtieth Evening. 



Pi.l4Z (Tliree-Bot« iBflezion) (Sp.61.Vl) 



Dr B. Cooke. 




(Adapted ) 




P»-148.(I) (A) y. 1;6; and 13 d Gloria. (Sp.Gl. II) Xomlinson 



lol rJ g " l'^-1f^-s = p=n=5 
^^x^ o? I I i{_jJ g^nzn^ 



«=P 



i 



R .« f" 



g 



m 



1^ o 



^— t 



<— ^ 



^ 



(B) 



T.7-12; 




^ 



J^ <p " 



^^ 



^ 8 M *P 



3X 



f^=r^ 



| fe> i^ ^ L V .. 



S3 






^ 



-e- 



or the following' Double Chant, 



71 



or Fi.i48. (n) Dovble. (Sp.Ol.Vl) bat OAly with the 
left hand column. 



j^M j"| JM I b ^^ 







k 



^ 



^ 



03 



A . . men. A . 



C. E. Stephens. 



^^ 



-u: 






^ 



. men. 



A . . men 




i3i 



^^ 



» 



XT 



A. men. 



Ps. 149. (Sp.Gl. VI) 

f 



H. Wicks. 

r 




Pelham Humphrey, Adapted. 

Harmonized by F. J. Shield. 
Pa. 15 0. (Th ree note inflexion) (not Sp.Gl.) 

I. kn o r. I ■■ ^1 ^r-., ^ 



I j^ L*^ |g| ^ J - J II lo Tj "p 






(g 1^1^ 



tt f f^^ 



isl * £ 



B— e- 



il A 



^N.B. last verse. 



1 ^ Tfr,::, 



XI. 



z 



-o- 



atmi^mm 



7t 



PROPER PSALMS. 
Christmas Day Morning. 



Venite 8. 



P». 19. (A) T. 1-6; and OlorU. (Sp.ei.IV) 



S. Webbe. 




(B) 



T. 7-16; not Gloria. (A) 





Pi). 46. (sr.oi.iy) 



? 



^ 



^-9 



J. L. Gregory. Mus. B 



n 



o • o 



=IX 



« 



l^s^l'^M P^ 



xc 



*t 



XX 



w 



i 



JQl 



19 j"""!!- 



XT 



Z 



«= 



c^ 



3X 



Pi. 85. (A) T. 1-3; 



D? W. Hayes. 
A 





^^S 



tt 



W 



«=sn 



I'sj-i^l Ij " " hi 



FT 



*'ofi' *^ g 




T. 8-13, aad Gloria. (Sp.Gl. IV) 



'vS'^^»,^L} 



I 






^g^^ fC'^ 




Christmas Day Evening- 



Pa. 89. (A) T. 1-19; 61 and OlorU. (Sp.Gl.V) R. Whabone. 




T. 20-36? 




(0 



Ch«B^ of Chant, t. 37- 50, not 61. (A)^ ])r X S. Dupuis. 




Pto.no. (sp.Gi.vi) 
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Df Naylor. 



tt 



ii 



n 



3£ 






15 



XE 



«-e- 



XT 




Pi. 132. (A) y. 1-7; 16-end. (Sp.Ol. U) J. Heywood 

vl A F 

^ " o II P o 1 



^'" U ■'o^j{i^ l 



** w *« tT 



w 



s 



fi 



jQl O o «^ 



^ 



XE 



(B) 
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Ash Wednesday Morning- 



Venite U. 



Ps.6.(Sp.61.III) 




Pa. 32.(A) V. 1 d 2t 6-end. (Sp.Ol.YI) Rev. R. R. Chop^. 




Ps.38. (Sp.61.VI) 




m 



W. Hine. 



^ 



^m 



S 






AJ. 



i 



:& 



« 



^ 



m 



P 



XE 



For Ps. 51 in the Cbmmuiatioii see p.45, and p. 81. 



Ash Wednesday Evening. 



Pi. 102. (A) T 1-12; 




Dr Blow. 



M l^^'if^p^ 



^S 



w 



XE 



M e 



dr^ 



-e- 



a 



(B) 



T. 13-22; 25-ond * Gloria. (Sp.Gl.V) 



^^^^^srt 






a 



us 






• tl 



(c) 




T. 23 4l 24. (not Gloria) (B) 



^O- 






^^ 






P».130. (Sp.6i.i.iii) 



T. Talljs. 



'j a j»j'4^jiu 'Jiiig 



'S? M J J 



ir 



i5f4 



IX 



XE 



^ 



3X 



di 



P*. 143.(1) (Sp.Gl.V) 




or Ps. 143. (11) Double. (Sp.61.Vl) 




^ » ^«'^ b^ ' H M 



T. Rosengrave. 



A . . men. 



A - - men.'... 



TT 



I ^^Tj 



i 



Jsi 



W 



« 



xsc 



3r 



A. men. 

1^ 



Good Friday Morning. 



YcBlte. (act Sp. 01.) 




or 
or \? 14. 




r. 22- end and OlorU. (Sp.GI. Ill) 




g jlO^ o - 



^1>'' tfl& 



^ ^ 



1^ 



p 



P». 40. (Sp.Gl.VI) 



Arthur H. Brown. 

r 




Tb. 54. (Sp.Gl.VI) 



Df T. S, Dupuis. 
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Good Friday Evening. 



Fs. 69. (A) T. 1-12; 



Arthur H. Brown. 

A 




(B) 



y. 13-19; 




T. 20-29; 





^^ 



rte 



1BF 



II II 



^ jk " 



XE 



B HI ii f^' 



1 




(D) 



T. 30- end and Oloria. (Sp.Gl.ai) 




flJTjIlu gl~j 



U^H^)kn^j;^ 



J 



m: 



(gfc^ M J 



W-^ 



I R h rj !■■ 



^ 



Pk. 88.(Sp.61.TI) 




Pa««e dtf/or# the Gloria* 



Se§ next Column. 



f'^ - 



Easter Day. Morning. 



Anthems • 

(I) (Sp.Ol. Ill) 



i '* M tij '' i » i 



J. Battishill. 



-e- 




-fei— p 






(n) (Sp.Ol. Ill) 



^ 



xc 



XE 



l^n^ 



T£ 




s 



d^M=! 



il_5^ 



9- 



E^ 



S 



Arthur H. Brown. 



XE 



M 



« 






" I lyr^-^^ " 



XE 



P 



(ni) (Sp.Ol. VI) 



Arthur H.Brown. 



|l|( J-,hL!l | lNi'^^ 



^ 



^ 



i9- 



1^—9 



4=^ 



JX 



-e- 



^3 



tt 



9—S 






» 



s? 




B 



(IV)(Sp.01.IlI) 




- 5l «tjjM'^r> ' 



Sir R. Stewart. Mus. D. 

A z' 



IT 



s 






f 



9-^ 



»=xr 



fe::^ 



■e- 



Ps. 2.(1) (Sp.Ol. Ill) 
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W. Dyce. 




.or PS. 2. (II) (Sp. 01. in) 




J. Heywood. 



1^ 



II l "t O^ 9 »^ O — 

1 ^ 1 v-\ ■' ■■ 



* 



w-e- 



XE 



M. B. Elliott. 
Pi. 57. T. 1 only in Minor (erery O bein|[r %) (Sp.Ol. Ill) 




m 



^m 



i 



b:5 



AX 



ianr^ f ji B I Ef^ g^ 






w 



■J ■■ BV 



P 



i 




P«. HI. (Sp. 01. HI) 



tt 



BZ« 



^ 



A. V. Gough. 



J ? J II n <b 3 g"« ° II g " I 

^: j II ti ^o^ r Ppo -^^'"^ 



^^« H f^ 



XI. 



9 II 



iM 



S 



A. 



^ 



g=» 



-o- 



^H 



Easter Day. Evening. 



f:m. (Hp 01. III. VII) 



J. L. Gregory. Mu8. B. 

A ^ 



W 




isL 



^^m 



*^ 






n 



i 



BE 



P..114. (LoB« Form) (Sp.Gl. Ill) 




18^ 



TT 



M 



^ 



Arthur H.Brown. 

A ' 



^ 



^-CT 



.... to the Holy Ghost. ...^'orld without end. 



I' v' l ju i i i'v: ,.^ 




P9.118. (A) T. l-14;-aiid Gloria. (Sp.Gl. III. VII ) g Griffith. 

A 




(B) 



T. 15-24. 



jp B ^ i ' i H' l H ^»,^ ^ 



^,>. Yi ri p ^j«p t p I I 



xx 



Se€ next Column. 



(0 



T. 25 -end, not Gloria. (A) 




t 



iJlH ^^^ 



IE 






Ascension Day. Morning. 

Venite 3 or i9. 

Ps.8. (Sp.Cl.v) W. Bonar. 




u iH o 1 B g 



&-»»: 






P^. 15. (Sp.Gl.T) 



Ps.21. (Sp.Gl. Ill) 






Ascension Day. Evening. 



Ps. 24. (A) V. 1^2; and Gloria. (Sp.Gl. I) 

^ A 



T. Kelway. 




(c) 



T. 7- end. (not Gloria.) 

r 




P«.47. (Sp.Gl. V) 




m 



^ 



Dr C.W. Pearce. 



O.C. 

r 



Al. 



«: 



^ 



I 



(sill " r_. - i 



a^ : g> I 



xc 






xx: 



^=31 



i 



Ps. 108. (A) T. 1-4; (Three-note inflexion.) 



P^ 



Z 



«— 6> 



-i-^ 



S 



1^ 
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Df B. Cooke. 

A 



^^ 



(0 



(D) 



^-P^ 



" II V \ III " " ^^ 






^ 



(Adapted) 



pP 



T. 6 A 6; 




iJrl'llui'J,^"! 



I'''t^i 1, ^/ in^ 



S 




V. 10- end, A Gloria. (Sp.Gl. IV) 
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Whit -Sunday Morning. 



Venite 4 or 17. 



Ps.48. (Sp. ei.vi) 




t|j:j^.J i J I t] J„-:^ p 



Hubert Wicks 



le- ^ "-g' " 



^ 



M 



tt 



XE 



s 





Ps. 68. (A) T.1-10; 13-17; 21-31; 



^ 



a=«H=« 



^ 



Arthur H. Brown. 



tt 



^^ 



s 



!3r 



IGI 



5 






I 



i 



(B) 



T. 11 A 12; 18-20; 32-35, and Gloria. (Sp. Gl.V) 
S^ ^ ^ IrJ Ul A 




A. H. B* 



* Erraium^TllB Amen is to follow (B), not (A). 



Whit -Sunday. Evening. 



Pi. 104. (A) T. 1-23; 



^^ 




Arthur H. Brown. 

A 



' "I " U 3 g l f>'.* '^ 



^^ 



i^ 



XI 



::^ 



£ 



:il 



f^ 



xi: 



^ 




(c) 



V. 31- end, and Gloria. (Sp.Gl.v) 




Ps.l45. (Sp.Gl.III) 




l@^- 



«=? 



F^ 



^ 



A. V. Gough. 



^ 



XE 



IPS 



: — IT 



1'^ ' 'J " "* ^ 



XE 



X£ 



<»— e- 



^ 



Miserere Mei. Ps. 5lf 

I (Sp.Gl. IV) 



Rev.W. Felton. (an old form) 




n (sp. Gi. IV) 




F. S. Gar ton. 

A r 



m 



f 



-R 



^» 



w 



5rr^ 



TJ' Tt'^f'it:^ 



9 



^i\ MflT- 



zts^ 



^ 4l^Jj< 



IE 



Arthur H. Brown. 
ni (A) (Sp.GI,V) T.1-5; 9-12; and in G major, T.18-end.(Sp.Gl.V) 

A 




(B) 



i 



V. 6-85 13-17;- 



1^ 



^^^^^^^ 



Arthur H. Brown. 



^ 



<!»ti' "rJJf 



P=e: 



■ ■ ■' ' S(E 



^3 



-e- 



St*» notr t(» Mi.^crere p. 140. 
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Appendix of Single Chants. 



I (Sp.Gl. I) 




W=^ 



jJJJ II a 



Rev. Sir. F. G. Ouseley. Mus. D. 



m 



— * TO- ^^ 



r:r°r"' " 



f- 



w 



i 






?^-^ 



^ 



g-rr 



X£ 



n (Sp.Gl. IV) 




Rev.J. Eckersley. 



a 



a Jl.j^j l ljj i 



^ 



^^\, " g"fg 



i»-r 



p 



ZI5: 



s 






^ 



H 



-O- 



I 



tf^-n — H 



5 



ni(sp.Gi. Ill) 



Rev.J. Eckersley. 

A r 




IV (Sp.Gl. V) 



Rev.J. Eckersley. 






^d?^ 



a • fP 



M 



n 



9- 



iii 



JQ. 



-e- 



^=8: 



? 
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V (Sp.Gl. Ill) 




m 



m 



t 



i 



Drj. F. Bridge. 

A r 



TT 



S 



zr 



■pr 



Jd 



qt^ 



5 



^ 



^ 



^ 



§ 



-o — e- 



ISC 



-^ 



f 



-^ 



VI (Sp.Gl. VI) 




i 



H.A.Jeboult.F. R.C.O. 

A ^ 



]y|^"3 t-^i'H 



s 



5 



n: 



^ 



IE 



tt: 



* 



^=& 



^gf^ 



^ 



XT 



g 



^ 



VII (Sp.Gl. I) 




W. Metcalfe. 




— - — ■ ■■ 



fi 






^E 



3X 



XT 



^ 



Tl~ 



vm (Sp.Gl. VI) 




U 



David J. Thomas. 



H " I tg 



IE 



3X 



^ 
# 



y O 



« 



te= 



IX (Sp.Gl. ni) 




XE 



?fe 



-o e- 



#^^ 



s 



z 



-6^ 



Dr C.Vincent. 

A f 



^ 



a. 



w 



XT 



ft 






^^ 



:& 



% 



XE 



XE 



X (Sp.Gl. VI) 




Arthur H. Brown. 

A r 



ZSIiZZS 



^ 



H ^^^3^^^ 



5=5 



9 • 9 



nj- 



^ B ;; 



s 



"o r g "^j ^^ 



« «^ 



^^ 



tt 



-«^ 



XT 



XI (Sp.Gl. I) 



i M ,J2r !■ -' ' " ^'i 



P. T. Lucas. 



XT 



\^ W }^^ 



.^^ 



H^ 



^ 



Jf 



a -". 8 i: 



P 



XT 



XII (Sp.Gl. I) 




^^ 



P. T. Lucas. 



i 



■ g : g > 



1 



H — l-TT 



^ 



«=^ 



JBt 



TJ W 



ro. " 



M T-T 



-«- 



'O^ el y - 






XIII (Three- note inflexion) (Sp.Gl. Ill) 




^ 



p 



^m 



T. Tallis. 

r 



XIV (Three-note i^nflexion) (Sp.Gl. VI) 
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H.A.JebouU. F.R.C.O. 



••• 



.out 



M 



X£ 



n 



XL 



(Adapted) 



end 

-Q Gr 



9 11 



s: 



^ 



IX 



A.men. 



^-xr 



^s 



il B 



3=S 






^^ 



^-^ 



.out 



XT 



end ....U' P'^ v^A men. 



^ 



(Adapte b; 



7 pet^mission.) 



XV (Sp.Gl.TI) 



Appendix of Double and Triple Chants. 




^ 



^ 




g 



1 



^ 



^^5^ 



^=^ 



i 



tt 



z 



Dr C. Steggall. 



rJ Kd^ 



^ 



XT 



i 



xr 



TJ" 



^ 



-O- 



S 



a ^ JJ " 



RZ> 



s 



men. 
_Q 




-^ 



a 



«- 



^^ 



A ^ 

A . men 



5 



W 



s 



^ 



XT 



XVI (Sp.Gl. IV) 



P^ 



i 



^^ 



men 



o — 

F. S. Gar ton. 



a— «=t« 



^ 



^^ 



^^^If" 



t=i=B 



iBf 



^^ 




-O- 




W=i 



S 






^^ 



A 



k 



tt 



S 



men. 



« 



s 



nen.. 



^ 



s 



A. men. 



a= 



XVII (Sp.01. 11) 




^f 



«=ri 



1Z& 



^^ 



$ 



w 



w 'J^r r.'r " ^ 



U 



D.John D.Codner. 



i 



B 



P o 



B F^f PYf 



A 



A 



men. 



T^S^ 



H 



-o- 



IT 



m^n 



^i^ 



« 



XL 




3 H 



K^ 



-O- 



■^ 



3=S 



»=iE 



A. mon. 

o 
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xvm (s,.Gi.v) 



J. Heywood. 

r 




XIX (Three-note inflexion) (Sp. GI. l) for Ps. 73. with the left hand column. 



Arthur H. Brown. 




^ 







I 



^^ 



^^ 



XT 



31 



^ 



@ 



Ji 



i 



«- 



XE 



** 



f 



3 



il u 



XE 



A 



3E 



«: 



A 

a— 



o UlCIla ••■■••• 



A. men. 



g=^ 



ZZUXE 



g-TT 



XE 



XE 



XX Donhle, Lon|p Form, Chant for Ps. 114. hnt only with Sp. 01. Chant 1. 




J I n J 



I H !J !J S 



Rev. J. Eckersley. 



'X jjjj^ 



laF 



^g g 1=^=^ 



^^ 



XE 



^ 



QXE 



^ 



P 



i 



fi 



^ 



XXI Triple Chant. (Sp. 01. YI) Ps. 41<-and Ps. 146 with their last verse as well as the Oloria to the Sp.Gl. Chant. Or as shewn hetween the staffs. 



XE 




BEC, 



CAN. 




^ A DEC, j ■ T I CAN. 



DEC. ' ; C-^ff- 



Rev. J. Eckersley. 



T. 13. Ps.41. \ 
T.S). Ps.146.} 



^ 



^ 



SI. 



« 



Glory 



Ghost. As it .out ^nd. 



^ 



8 "1 



xc 



i 



ft' II II 



s 



A . . me'n: A . . men. 

n — ^ 



U IL.3 UL, 21 L- 



^ 



XT 



& 



I 



XE 



Ajnen. 



« 



XXII Double. (Sp. Gl.V) 




W 



XT 



a a 



i 



XE 



TT 



XT 



** 



w 



m 



w 



y'-jj n ^ 



i^i ^r. r r 



i9- 



m 



2ZXZ 



s: 






:& 



M p^r " 



i 



9- 



^^^ 1 o 



XXIII Double. (Sp. Gl. I) 



Additional Single Chants. 

XXIV(Sp.Gl. II) r 



XXVI Magnificat. (sp.Gi.iu 
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Anon. 



-e- 



Cfc — u 




, Rev. J. Eckersley. 



O* W.^ IV 



^^ 



.a. 



e— 



-e- 



^^^^^^ 



Josiah Pittman. 

.A I — ^: 



n;^=& 



(^ik 1^ 



* 



i^ 



FT 



H. 



-e- 



^^ 



XI. 



IE 



f 






TTZ 



XXV Venite. (sp.oi.vi) 

il' i\ JJl'lliL^^ 



Josiah Pittman. 



XXVII Nunc Dimittis. 



i cn ^^^ : 



Jd- 



s 



^u 

^ 



9=^ 



■XT 



^ 



-o- 



XT 



^S 



gj gl * « "' | 8 | 



Josiah Pittman 



shLfl! I' ''§ 



^f 



^^ 



M=Fft 



z 



xx: 






XE 



Z 



All the Chants in the Appendix are Copyrigrht except N? XILL. 



86 



PART II. 

Organ Harmonies for use with the Venite, 
the Canticles, and the Quicunque vult. 

Venite, Exultemus Domino. 




5 



^^^i^^p 



Tone a. (Rouen) 3. 



<s>v ,>iHFrpiFpi./^n° 



f 



X£ 



f« 



i 



Tone Hi. 22. 

r 



B 




Tone iv. 10. 





D 



Tone V. (Bourges) 2 B. 

A 



u'^'Uj.''i i !j ii »'l^^»L 



(5!'>j 4 









« 



^9~^ 



« 



Tone vi.(Bayeux) 1 B. 

A r 




Tone vii. 6. 




Tone i. 18. 



<!>> L J j' I Ml p^ 




Veuite continued. 



H 



^^ ii'lflijj" ! 



Tone vj. (Bayeux) 6. 

A r 



cc 



V7Z. 



8= 



S 



^^ Ji^ >n^ 



5 



22 



■* 



3Z 



i 



Venite Exultemus. (4) 

Short JVfediation Chants. Tone {.(Short Med) 7. 



^^ijijjij'M 



s^=i 



<!?^ JJ l ^^^l^.^^ 




i 




^ 



Tone i. 15. 



K 



'i' iH^H 



«=B 



i^ 



"^^ -» 



(i?! J.l i H .fl 



n 




TT 



1a^ 



TT 



i 



^. 



^ 
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Tone i. 17. 



^i'lJjl'^i^^P 



<g»^ jj l ^ -fj 



n=^ 



s 



xc 



i s iitJJ 



3 



I 



^ 



M 



i i i^ji'fjjJ ll uJij 



Tone i. (French) 18. 



i» 



^v jj i H ,hiM .n ° n I I 



3r 



5^ 



Tone ij. 2. (Paris.) 

A F 




O 



^ /- Tone V. 2 B. 




II J' iillE/ " " 



« 



^ 



q: 



XT 
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Venite continued 



^ 




Tone viii. 1 A 

A r 



^m 



s 



R 



^ 



n 



n 



m 



XE 



-e- 



i 



if 



3:^1: 



Tone viii. 2. 




iJ'^jiiii^ J3t: | |iu-4| 



i 



n 



■n 



jabd^ 



W=^ 



^ 



TTT 



g oo 



-o- 



i^ v_n 



Tone ii. 1 (Original form) 




f 



^^ 



t 



22=14 



^s^^S- 



l <s»i :rj i " (iiP 



W 



For Good Friday. 



S 



P o b 



IE 



f 



IT 



«: 




^ 



I 



{j l'J ii {ti^,§ 



XT 

Tone i. 18, 



IT 



# 



M ,r] II M .ji ;: ^ 



«^ 



5^ 



Te Deum Laudamus. 



I(i) T.l-6; 

i 



(New Pointing.) 



ll '' J e 



^ 



^ 



^ 



P 



Tone iii. (Mod) 

A 



Z 



B=^^ 



/r>i., - ^H ii ^^^ 



I (ii) V. 7-JO; 



iii. 27. Kbln. 

A 




I (iii) V. 11 -end. 



Tone ill (Mod) 

A 




'-^Cm i^ji i M n» 



TT 



^ 



Te Deum Laudamus (N.P.) continued, 

II(i)T. 1-6; , Tonevii. 2. 



^^^P^^P 



^ 



^E " £ g I B .J' ^ 



^ 



sz: 




^^ 



II (ii) 




v. 7-10; 



viL 6. 



B 



1^ 



^ — g — ;^ 



if 



^ 



" o :l 



^^ 



Q ^ 



i 



i 



-« 






II (iii) 



vii. 6. 




Te Deum Laudamus. 

TTT (Old Pointiiifi;.) 

Ill V. 1-21; or throujfhout. 




^ 



8^ 



S 



»CT 
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Tone V. 2B. 

A 



^8 — CT^ 



o I M 



^ 



M T J *t 



«: 



IV 



T. 22- end; or from the begfinning: thron^hoat. 



1^ '' i J ' jj-i ' i ii^S 



Tone iii. lA. 

A 



11=1 






r M 6 



^ 



XT 



Benedicite Omnia Opera. (2) 

I (A)v.l-6; 18-28; and Gloria. 



Tone vi. 6. 




(B) 



T. 6-17; and 27-32. 




Tonus- Regius 11 A. 

^ 



s=^ 



Form see Pk. 92. A for t. 1-10; B for t. 11- end. For IT see Fs. 81 A. B.C. fori.ii.iii. 



" Lj " „ 



mmB^i 
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Benedicite Omnia Opera. (2) 

n (A)t. 1-6; 18-26; and Gloria. 



Tone viii. lA. 




,^'ti.^ ii H-JI 



m 



XT 



« 



[• I M .. I fei h* " 



f?? 



5 



TR^ 



(B) 



T. 6-17; and 27-32. 

r 



Tone viii. 2. 




Benedictus. (2) 




B 




Tone ii. 2. 



-4 



I 



^ 



I^^HbF 



z 



p 



tt 



w 




ff 



^ ^^ I t** fj fl I [ ]^ 



y : ^ H |o l 



5^ 



n=: 



W 



goo 



3£ 



^ 



-O- 



XJT 



Benedictus continued. 



Tone iii. 25. Koln. 




P^ 




Tone iv. 11 



E5 







^^ ■ M 




E 




^§ 



Tone V. (Bourges) 8. 

A 






p 



1 



«: 




* 1 ^ g " M — o ' 



i 



Benedictus continued. 




^^ 



XJT 



s 



.n II ■■ rn 



Tonevii.2. 



XT 



Uo"8 II 



i H.VgnH 



^ 



^ 



^^ o 



s 



u 



« 



.n. 



f 



il il 



X£ 



^c=e- 




-« 



«1 



s 



Tone viii. (Merbecke) lA. 

A /• 



3^ 



i 



m 



u «i * a 



n 



M 



XE 



i^ 



3^n=D 



Benedictus. (3) 



I 




Festal, Long Form,Qiailts. Tone v. (Festal) 15. 

5 ^ ' ^" ' 



J4i Ij " "^j 



XE 



^s 



^ 



up C" 






^^m 



^KX 



« 



z 



Tone vii. (Festal) 12 6. 




rxAL^'ujfe ii u^fe 



^ 



ff 






fi 



P 




ti <\ II 



& 



\:«- 



S 



z» 



XT 






VJ 



*? 






Jubilate Deo. (2) 
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Tone iij. 14 B. 



H )^ \ ^ 



^-rhzB 



» 



w 



^^ 



^ ^ 






XE 



I 







Tone iv. 31. (Mod) 




T'jJ'u flJji ^^ 



Tone V. 9. (Mod) 



^ 



K"i i/iM , n;iiM ^ 



«"a^ 



«- 



* 



l*NgJ'H-i 



D 



e^ 






Tone viii. (Merbecke) 4C. 

A 



i 



S 



B=5^ 




n=3 



iS 



-e 



rJ v^ii 
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Jubilate Deo. (4) 

Short Mediation Chant. 




E 



jJ'yjjiiH im 



Tone V. 6. 

r 



i 



<g *i ^o I bl 






^^ 



I 



5 



Tone V. 13. (Mod) 

A r 




Tone vi. 3. 



irjii'aJj'B^Wi^ 



fl^ 



Wf=' 



r' V^JMrci 



f 



1 



s 



3 




¥ 



t 



i^'rj'ii'aj[i|8 



Tone viii. 4. 



i<^Mr i >..j!jLf g 



XE 



^ 



Magnificat. (2) 



Tone i. 4 



B 



I ' ili'HJjjj' ^te 



(!?L JJiM^in ^^ 



IE 




XT 



W^ 



i 



^ 



^ 




Tone ii. (Rouen) 3. 



I 



S 



I M *■ " ! 4 



a^^nir 



O tf ' 



s 



^^ 



XE 



# 




g ^g 



KrgllH ^ 



^^ 



q: 




3 



XT 



Tone iii. 27. (Koln) 

A r 




i 



^ 



S 



Bt=fi 



•DS 




Tone iv. 14. (Bayeux) 

A r 



O ^ 



^^ 



^^"'m ""^i t ^- g^^ 



g 



XE 



f^ 



«:3i 



31 



Magnificat continued. Tone v. (Bourges) ia. 



Magnificat. (3) 

Festal, Long Form, Chants. Tone v. 7. 
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E 



Cantate (2) coutinued. 



Tone iv. 31. (Mod) 



i i^'^4-"i" ^^ 



w 



^ 



^ 



w^ 



n 



TZ 



-K 



%^ 



^-^ 



^ 




? 



^ 



Tone V. (Mod) 



^ .sJjl» J^S 



s 



■4^ 



^e- 



■ ^ ja - ^ll^ f^j' I ^ 



3-^ 



« 



z 



Tone vi. (Rouen) 14.(Mod; 




Tone viii. (Merbecke) 4 C. 

A /- 




Cantate Domino. (4) 



Short Mediation Chants. 




^ 



^Pi 



Tone i. 15. 

r 



-« 



^=^^ 



Jj.^.n 



s 



n 



tt 



xr 




«^T 



I 



-© — ^ 



^ 



^ 



Tone ii. 2. (Paris) 



H 



f^ 



^^"a^^ 



XE 




M gl ' «^ 



di 



^ 



g^ff^^ 



:St 



3x: 



S 



P=S: 




war 



^^^ 



xr 



Tone V. 2. B* 

A /• 



^8-^ 



o I P I 



^ 



W 



-e- 



«: 



3=31 



^"^ 



E= 



# 



Tone viii. 2. 




I t < g -T-r 



^^^ 



i 



-»- 



XT 



■e- 



t 



I I 



•tf .J^'m 



I ; I II 

4 'W 



j^ 



^ 



g^ 



XE 



J^^ 



i»-^ — e- 



f 



-e- 



X£ 



nyaMona^ 



Nunc Dimittis.(2) 




B 



WUVi^^^m 



Tone i. 15. 

r 



ZE 



S 



^J'^H/'J^ImJ^ 



xi: 



xr 




i 



t 



^ 




S 



Tone ii. (Merbecke) 1. 

A r 



tj^o 3 ? jI ' M o^^ g 



S 



P' M^-riri^tf 



^ 



19-e- 



z 




Tone iii. 14 B. 



^^ 




^^ 



* 




f^ 



^^m 



w 





^^ 



^ 



18 



Tg— ^±B 



:t 




Tone iv. 31. (Mod) 



^ 






^ 



I 



3^2 



W=a 



S 



:xj. 



i 



^ 
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Nunc Dimittis continued . Tone v. (Bourges) 14 . 



Jj ' tij i J I Ujl ^ 



' ■ ^' ii '"^ Pu' ii ;; ^ 



d 



:t 



TJ 



5 



Tone vi. (RouexO IB. 



I' ij'tLpfl ii jjii-J'ijt^y^ 



1 '-^ J'ii'-'" Jjl ,.-i 



^ 




^J^'h'JJJIhJ?!^ 



xr 



Tone vii. 2. 



ja 



luTppHj. , [^ IMIp 




XI. 



w 



11 II 




*<=e- 



Tone viii. (Merbecke) iB. 

A 



^^^S^^^^ 



^^rf 



<P O o 



9 O 



zz 



* 



p 



o o 
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Nunc Dimittis. (3) 

Festal, Long Form Chants. Tone Ui. (Festal) 29. 



jj'M '^g'js 



^s 



^9 






^ 



^^ 



9^ 



XE 



e^r 



ft 



W:^ 




t^^- 



-o- 







Peregrinus. B. 

A . J 




Deus Misereatur. (2) 



Tone i. 4. 




wm 



4x1 



I* 



le^^ 



<.> ! jhN nrujsLi:^^ 



3 ^itigJ 



3 



9^ 



^ 



Tone iii. 12. 




Deus Misereatur continued. 




a 



e 



^^ 



zzzz^iizn 



Tone iv. 10. 



^ 



t^ 



If 



^^ 



M ^^K ' ^'^^ 



W 



S 



ix: 



5=^ 



SE 




D 



jo'^'u flri"» ^ 



Tone V. (Modern) 



EJ^ 



'i>'ll^°^MpJ1 || H^-r^B|'J8| 



i 



31" 




s 




Tone vi. 15. (Mod) 

A 



j^ I tjjP g » [u » : 



»--tf 






X£ 



TT 



XT 




t/'.^ J ^' " u 



j-ai- k j 9 r. 



^^'-^» 



VJ 



ff 



■«- 



g i H."gniar^ 



P 



« 






S 
^ 



Tone vii. 6 






Deus Misereatur. 



Short Mediation. 




' jjiXiji'M 



•W :3 



^=^^ 



S 



n 







Tone vi. 6. 




r Jii'l.^ ' u £fe II u fife 



'"«?:m 






fi 



P 




ti <\ II 



& 



\:«- 



m 



z» 



XT 






VJ 



«y 






Tone viii. lA. 




Tone viii. IB. 



K 




»7 



The Psalm 

"Quicunque Vult" 

commonly called 

The Athanasian Creed 



r. 1-28; and Gloria. 



Tone viii. IB. 




ff 1^ f ' M J s 



W 



XT 



IX 



Chang-e of Chant, if desired, for 
T. 29-37, First Form. 
T. 29-42, Second Form. 



Tone ii. 5. 




T. 38-42, (First Fbrm.) Monotone throughout, Accompanied. 
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Organ Harmonies for use with 

THE DAILY PSALMS. 
First Morning. 



Venite C or J. 



Ps. 1. 



Tone i. 4. 




" hi^'"^ \ "t^ 



Pa. 2. 



Tone \iii, (Merbecke) 4. 




Pa. 3. 



Tone vi. 15. 

r 




Ps.4. 



Tone iii. 22. (Sarum) 




j'H'PfliB^ij i NjJJjjl 



t* rr'^ "C^i**^^ 




Ps. 5. 



Tone i. 4. 




' ji'^ijj ' ujc^ 



(ji't jjin;;]/-]^ ^ 



Ty 



jgaiel 



i 



# 



First Evening. 




Ps. 6 (A) 1-7; 

m 



i 



•^ 



^ 



IT 



^P 



Tone iv. 14. 

A 



^-^ 



.a. 



J I w .n 



w 



VB^ ▼. 8 -end. 



W^=^ 



Im ^ o " i 



^ M jji^-^iti ^ 



^ 



^ 



M 



W 



if f^ jl^ [nW 



M tt 



z 



o » 







=31 



Pa. 7. (A) T. 1-5; 



i^ ryj'g fljJ ' flj^^" 



Tonevii. 6. 

A 






^ 



^ 



P=i 



« 



^ 



fi 



Tone vii. 6. 




Tone vi. (Regius) 5. 



Pg^ g^ lone VI. VKegius; 



t*i, j.iiH npi** cr /"^^ 



TT 



r » 
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Second Morning, 

Venite E or I. 



Ps.O. 




^ 



Tone vi. 1. 



^ 



^^ 



g >jo ^ n f;; 






tnri 



i | l°lJ^.]!J||lMJ]].. S 



^s 



XJ or 




Ps. 10. 



^ 



'I'Pj i a^ 



Tone iii. 22. (Sarum) 

A r 



^ 



^l'^ JflM " N|M^^^ ° 



«3^ 



■• 



z 






Ps.U. 




g 



^ 'J? I M \ r 



Tone vii. 2. 



g 



-« 



» u^ 8 n 



apa 



2s; 



«ia 



*^ 



tjj-n ppi'iH "^'larf »„ 



XI. 



^ 



c^c 



100 



Second Evening. 



Ps. 12. (Three-note inflexion.) 



Toneiv. 1. 

A y 




'ivuih 



«=3 






5 



5 



tsj-t Ji i w .n 



s 





-o- 



^ 



^ 



tt 




Ps.l3. 



Tone vii. 6. 



iJ'^'P^^ia^oJ 



"^^ JpiM " ^|M^^^ 



^ «J J J 



z 



ig-g-fr- 



Ps. 14. 



Tone iv. 11. 




Third Morning. 

VenxU C or I. 



Ps. 15. 




j'U i[J!Jijl;j{ ^ 



Tone vi. 14. (Mod) 



rj ,11 



Jl^Fj^|i:|!|tkj g 



C7 



p^-i^ 



fcZHf 



XT 



Ps. 16. (Three-note inflexion.) 



Tonus Regius. 11 B. 




"K 



^m 



s 



a: 



^— 15 



^ 



U" 8 " 



is 



3-ir 



;; s 



^ Jjip* ,r3j^ fe 



i 



XE 



XT 



XT 



Ps. 17. 




5 



t 



^ 



5-^ a : g 



^ 



P 



Tone iiL (Roman) 12. 
.A 



!*=ff 



^^^^a^ 



^o 



£1. 



IT 




M 



Third Evening. 



P8.18.(A) T. 1-15; 31-end. 




i 



il^^min&^ m 



Tone iii.(RoueiO lA. 



^h' J riM^r^jiJii^rj^" o 



J o 



V. 16-30. 




Fourth Morning. 

Venite E or H. 



P8.19.(A) T. 1-6; Gloria. 



Toneiii.l4B. 

r 




(B) 



I 

y. 7- end. (not Gloria.) 




P«- 20. Ton 
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Tone il. (Rouen) 2- 



W 



<5>ii7pifer^[!in i m° n 



W 



^9 O 



Ps. 21. 



Tone iii. 27. 



JO. 



XJ 



^^ 



s 



^^^^s 



g Jj 3 



^ 



Fourth Evening. 



Ps.22. 




4'^ iiJ'j ' ul 



Toneii. (Rouen)!. 



^^ 



^ 



p o I W 



^ 



T« 



^^ 



-e- 



f 



3r 



:i::i. 



:& 



Ps. 23. (Three-note inflexion.) 






TJ 



Tonus Rerius.llB 



'gt> ^J i ^' .rJ/>1l|M r . n ^ 



tf 



i 



XT 
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Fifth Morning. 

Venite D or M. 

P8.24. (A)t.1-6; 



Tone vii. 2. 





T. 7- end. 



^m 



^^ 




^ 



ta*"* U rn** p" "l 



Pa. 26. 




or 



s 



^ 




Tone V. (Bourses) 12. (Mod) 

3 



^ 



S-xy 



MiV i kh^jJ^ > ^^ '::b| 



«-^ 



S 



Pi. 26. 




Tone vii. 6. 



M ,jj3H- i Mf;i-'-^ l 



^fe 



or V 



'^^Z?" 



Fifth Evening. 



Ps. 27. 



Tone V. (Boorges) lA. 

A 




Ps.28. 



Tone iii. 27. (Koln) 




Ps. 29. 




^^ 



Tonev. 2B (Sarum) 

A 



III VlJjA 



U^ 



Ko I M 



-&■ 



eL 



9- 



iP^ 



^ 



-» 



3x: 



« 



Sixth Morning. 



Venite Eor G. 



i 



P.s.30.(A) T. 1-6; 

1= 



^ 



-S-fi 



Tone viii.(Merbecke) lA. 



m 



Z 



IS 



3X 



i., r' '. '\ 



m ppi i a ^-fif i 



iBn?7¥i 



^ 



xy 



(B) 



T. 7-U; 



^^ 



-« 



-^ 



W 



s 



XT 



«=B= 



^ 



t^ 



g^ 



:s 



z 



■^-^ 



*^ 



a: 



o ^ 



X£ 



(c) 




T. i2-end. r 



i 



P 



^ 



Jii 



H 



f^-ft-o-^ 



^2 



S=n: 



cr 



-e- 



»T 



^ 



■J-» 



i 






B Q II 



« 



ii3 



^ 



^^IT" 



P«. 31. (A) T. l-Sr-and 10-20; 



Tone iii. (Roman) IC. 
^ 




v.6-9. See next Column. 
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(B) 



i 



T. 6-9; 21-eiid. 



!» lol « j 



e- 



^-« 



■^-61 



i^% 



^CTt 



4 



^ 



M 



far>j8 " 



ff 



Sixth Evening. 



i 








Ps. 32. 

lb 



§ 



CI 9 35 



Tone vi. IB. 



^ 



i:i= 



a sr^aj pt 



^ff 



iV o 






tt 



^ 



rJ g^ 



^ 



Ps. 33. 



il "jJ'ti vi^l S 



Tone V. 9. (Mod) 



^5 






I 



ii 



3 



l»-r 



lopg 



? 



Z^ 



n? 



M ^ g 



X£ 



P 



Z 



^ TT 



^ 



Ps. 34. 



Tone vi. (Bayeux) 3. 

A r 




tssm^ssmssm. 



me 
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Seventh Morning. 

Venite D or K. 



Ps. 35. 




i^'t3£j:-i«a 




Tone iv. 11. 

r 



7T^-n 



m 



^ 



XE 



* 



P 



w=^ 



n 



w 



P9.36.(A)t. 1-4; 10-end. 



Tone ii. (Rouen) 2. 

A r 




Seventh Evening, 



P8.37. 




5 



5 



J 



s 



^^m 



Tone i, 4. 



? 



5 



^J l ^ J^P|„ J^ 



j » »jJ 



^^ 



s 



Eighth Morning. 

P^niYe E or K. 

Pb. 38. T. 1-end; and Gloria. . 
and Pa. 39. (A) t. 1-7; and Gloria.}* See Note3 Tone ii. (Aachen) 1. 
I r— ^^^-^ ,^ : a 

' " '4 




m 




i 



MJ» ' 's« 






(B) ^39. Y. 8-12; 



i 



«-o- 




r^'^H^nf IK g 



(C) 39. T. 13-end;(not Gloria.) 




P8.40.(A) ▼. 1-13; and Gloria. 



r iH'^m ^^ 



Tone iii. (Aachen) 22. 

A 



(B) 



« 



ra 




V. 14-21; (not Gloria.) 







^ The 'Intonation' is not used for more than one Psalm with the same Chant. 



Eighth Evening. 



Ps.41.(A)t.1-9; 



i^iji'rQQ ii 



Tone i. 15. 

A 



i!3\^ J J I pt f^f >r^ 



n 






(B) 



>. 10-12; 



i 



t 



S 



^ 




S=s 



li g^ig^ 



<gi M [ ^ r / ^ II M it^fJ 



T. 13 and Gloria y with Amen to both. 





P9.42.(A) T.1-6; and Gloria. 



u j n}£jj ii u m 



Tone vi. 16. 

A ^ 



^ 



3 8" 



>n n II a 



=^ 



« 



U 11. 



« 



w 



^ 



T. 6. See next Column, 



(B) 
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T. 6,7; [C-3; 14, 15; and Oloria. 




(c) 



T. 8-13 [B-] 



B^ 





VJ 



m 



■n • 



^ 



P^^ KT 



P8.43.(A) T. 1-4; 



Tone Hi, 12. 

A 





T. 5, 6; and Gloria*. 



i 






«=ff 



<ji,i. g 'Mffi f^ i i i " i r i!» " 
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Ninth Morning, 



Venite C or L. 



P8.44.(A)t. 1-9; 



Tone i. 8. 



I'jjijj 'JJjji ^ 



i» 



%3 




(B) T.10-17; 



rJ I ^ IT ^l^ 



n 



^^ 



am 




*>i "fffY i *fl,Cf 



«: 



XE 



(C) T. 18-22; ^ 

' M 'J13 JI^ h i J i 




18- 



TT 



W -»^" — "^ 4Bt 



« 



(D) t. 23- end. 




Ps. 46. 




Tone V. 11. (Mod) 



\j 



zz 



y^jjji'ijj j^^ u =^=^ 



^°^H J^JlTf" 



« 



XE 



«= 



Ps. 46. 




^«h5 



^^ 




^P 



Tone vii. 5. 



XE 



s 



^^=^=5 



V3 



(fjyit pfP 



jQl^Ail. 



i 




s 



i& 



XE 



■ "J ij3 " 



.fit 



Ninth Evening. 



P». 47 and 48.* 




^Sl 



m 



3« 



i^^ o 



Tone V. (Mod) lA 



W 



^ 



SL £L 



\ <^*i ^° iM r. 



ft 



H. 



^ 



#-CT 



^ 



«= 



Pk.49. 



Tone ui. 27. (Koln) 




* See note F. 104. 



Tenth Morning. 

Venite E or L. 



lOT 



P«.50.(A) r. 1-6; 




i^'s-flilig # 



Tone Ul (Aachen) 11. B. 
A 



S~ff 



7 r '^ 






^^ 




<i»ii^>^ C/^J'l'^^ p 




T. 22, 23, and Gloria 



^^ 



i 



i^ 



:§— «r 



mNFT 



j^ 



P^P 






3 




Ps. 61.(Three-]iote Inflexion.) 

r 




^l::^" 




Toneviii (Rouen) 2. 




C" " 



lOR 



Tenth Evening. 



Pi. 53. 




Or 10 App^ 0, H. p. 13. 
for both Ps, SS and Ps.64. 



Ps. 54. 




Ps. 65. (A) T. 1-8; 



Tone vii. 6 




(B) y. 9-16; 




is* \^ ^ r^ w M [if^ ^ 



(C) T. 17-22; 




M>3^ll 



Mlt^ { 



n: 



(D) 



▼. 23 -end. 




Eleventh Morning. 



Venite B or N. 



r». 56. CA) t. 1-6; 12-eitd. 



Tone ii. (Rouen) 1. 

A. ' 




(B) r. 7-11; ^-J- 




m 



M " i ^ n 



^ — °^ 



[j^nf i M 



ft 



-^ — "^ 



II o 



XT 



109 




Ps. 67. (A) T. 1 only. 



I 



XT 



s 




Tone V. (Bourges)2 B. 

A 



m 






^o^ I N pjT^wi 



i9- 



XE 



« 





T. 8-end. 



i 



« 



^ 



J <g 



Sr-«r 



<i»>ii a rp 



w 



m 



zzzsr 



»=ii: 



«= 



*^ 



«: 



P5. 58. 



Tone iU. CAachen) 32. (Mod.) 

A r 




tio 



Eleventh Evening. 



P», ft»^ (A) T. 1-7; u« eiwU. 



Tom 1. 4. 





CO 



«. IS-^«»l:H»/t (SIy«il> 



^- * tf 



^ 




^-^¥^ — r~^^ 



P^. ea (A) T. i-^ aad Gloria. 





(C) 







F^<?t 




Twelfth Morning. 



Venite C or L 



Ps. 62. fA) T. 1-4: 




^ /7J" „ II 







S 




xc 



« 



^ 



s 



p 



22 



XT 



(C) T. 9-end. 





Ill 



P8..63. 



I' ji'uJ^'J 



"^nus Regius vi. 11 A. 

.A L. 



iK 



17 







P». 64. 




Tone vi. 16. (Mod^ 



i^ j^P jj I M J^ j LU 



1'"^ Ni" ■■ Ijlu fe 




112 



Twelfth Evening. 



P». 65. 1-end. 
* Ps. 66. CA) 



td. I 



Tone vil. 5. 




i 



s 



g j j3 I I k4 Jj 



TV 



tL"Eg>" 



|fey» Pfp^i^ ^r ii ^ 



HflfJ^g 



1 



8=5 






TT^ 



^Sl 



w 




(66. B) T. 4-8; 



M 



H jia^l "^ilj^ ^ 



(^ K bi pj. .n II M ^ 



fi— ^ 



(66. CJ T. 9-13; 




s 



^O' 8 



w 



M 



ia Q Q. 



b l j to " 



(66. D) T. 14-end. 




* See note p. 104. 



M "^^9 11 M p 



Ps. 67. 




Thirteenth Morning. 

Venite D or P. 



P:». 68. (A) y. 1-18: 



Tone viii. (Rouen) 2 B. 

A 




T. 32-eiid. 




"^ jij II M I^ o » II J.-^ 






^e=K 



t»^ 



^ O o 



-» 



f 



s^idl 



Thirteenth Evening- 



Ps. 69. (Three-note inflexion.) 
(AJ.T. 1-29; 




Tone Hi. 25. B. 

A 



M V '' r^ 



J J I . . O ^ ' ^ I I I PI ^, " ^ 

" ■' ^ i | rJ I I O 11 




T. 30- end. 



^ V M f] jj 1 Mj,j j^ H y jjn 




Pe. 70. 



Tone iii. 12. 




jji{|.M i nJ| s^ 



1'"^ J'li" ".ijC fa 



«= 



us 



Fourteenth Morning. 

Venite C or R. 



Ps. 71. 



Tone i. 7. 




Ps. 72.(A)t. 1-17; 




i 



Tone V. 11. (Mod) 

A 



n V i M '1^ ^ 



^ar 



ij 



» ^° I N n 



^ 



^ 



« 



(B) T. 18-19; and Gloria. 




Repeat Amen with r. 19. 



"^ 



■MSI 



114 



Fourteenth Evening. 

Pi. 73. (nree-Bote iBflexioii.) Xone vii. 17. (ModJ 

(A) T. 1- 21; 27; and Gloria. 




Pp. 74. (A) 1-12. 19-22; 



Ft ff i " e^IjIm ^J^" 




^ 



I 



^ 



"J ' B j"^ 



Tonus Fereg. (Aachen.) 
A 



If 



« 



T. 13-18; 



il ^ tug j 3 1^^ 



I* 




T. 2d-«ad. 




Fifteenth Morning. 

Venite E or R. 



v%. 76. 



Tone vii. 2. 

r 




F». 76. 




J J I II ji 



« 



^ 



^^ 



]b[ g i p.5.0 



Tone iv. 11. 

A r 



^^ 



tt 



P». 77. (A) T. 1-9; 



$^'fJ* M 



S 



^ 



XE 



I 



lis 



=a 



n: 



Tone i. 18. 

A 




(B) 



T. 10 -end. 




Fifteenth Evening. 



Tone V. 1. A. 
Fk. 78.(1) (A) T. 1-12; 66-«nd, and Gloria (or see below.) 





T. 13-17; 



u 



'W 



«=±3! 



u 



w 




n: 



i^*i ^ if \[ \ \^ {ifi 



T. 18-23: ^ 



(D) 



T. 24-31; ^ 



XE 



^^=» 





tee next Column, 





T. 32-44; ^ 



i 



g-Hs 



i 



s 



E 



X£ 



•ZT s: 



«g>< ^ p j fi B n ^ 



T. 45-56; 




g 



^ 



(G) 



T. 57-65; 



115 



3£ 



ff=^ 







At T. 66 Return to the first karmony, or take the following' 
T. 66-end; and Gloria. 




SB 



116 



Fifteenth Evening Ct4 



orPii.78. (I1)(A)t. 1-12: 66-en<l. 






T. 13-17; 



a 



«=i3! 



tt 



W 



^ 



XI" 



[(;»>/ R p iM l ^' ^ 



XT 



xx: 




^^ 



w 



XT 



3 



ii 



xx: 



sr 




TX 



XE 





T. 32. $ee next Column, 





fz±=s 



^-^-4 



^ 



8 . o B 



x=s 



^p 



XT 



-e- 




At 66 Return to.tlte first harmony. 
T. 57-65; 



h^ M J i J ^ 




II 8 



XT 



Sixteenth Morning. 

Venite D or Af. 



Ps. 79. 



Tone iii. 31. (Mod.) 




P«. 80. (A) T. 1-7; 




i 



Tone iv. 14. 

A 



ii^ii'ii^jm 



* 



.1 1 w .n 



^ 



xc 



f^ 



n 




n 



T. 8-11; 



i Ul: 



SUB 



e 



^ 



Q O ^ 



in 



Ps. 81. (A) T. 1-5; 



Tone viii. (Mod.) 14. (Mod.) 

A 



f^^^ jJ'tC" sQ"M^J^»u 




JBt 



f 



f 



^ 



p 



M 



tt 






s 




M Jl J^ I I 1^ [f ° u 



(c) ^ , 



l2-eBd. 




118 



Sixteenth Evening. 



Ps. 82. T. 1-end. 
• P». 83 (A.) T. 1-8; , 



Tone Iv. 14. 




(83. BJ T. 9-eii4. 




P8. 84. (A) T. 1-7; 



Tone vi. (ModO 11. 

A 





T. 8- end. 




^^^^^ 



I 



TT 



^ See note p. 104. 



Pi. 86. (A) T. 1-3; 



Tone viii. (Merbecke) 4. 




c>ii. , "frr^rrrir i i^ ^ 




T. 4-7; 




(sjF^ir >^ ^rT'^ir II ^"^ *^ ^ 




^\^ M^njjjiiM^^ 



X£ 



g y^o 



Seventeenth Morning. 



Venite E of K. 



ft. 86. (A) T. 1-7; 




^ 



m 



^ g a " g 



z 



Tone viii. (Mod.) 7. 

-A 



g 



g 



" O 



"O — O" 




a 



^^ 



f. ^ II g f.> 1? ^ 



p 




T. 8-13; and Gloria. 



p^^9m 




m 



fehl Mit(S P(*P II. h F ^ 

'g^'^ "U \j litoi ^g » ^ 



1 



fl^ 



/SJQ o. 



XT 



is^tJ 



(C) ^- ^^-«'**5 ^ Gloria.) [b| 




119 



P«. 87. 



Tone vi. 3. 




Tonus Peregrinus (Aachen) B. 





no 



Seventeenth Evening. 



Pa. 8d. (A) Y. 1-4; 



Tone V. (Bourges) 14. 

A 





▼. 6-8; 




n 



m 



a — ^V— 



*!^h ^ \'j 'H 1 ^ 



l^ 



^ 



m 




T. 9- Id; 



mV J„J II HJ„^ 



#=l^ 



lo i J g i «> 3 - 



XE 



m 



zS 



t7 



XJ 



-e- 



m^ 



« 



T. 20-30; 




T. 31-36; 




(G) 



▼. 51; and Gloria. 




crrr i i Mrcf : > i f.« 



Eighteenth Morning. 

Venite E or K. 



P». 90. TA) T. 1-12; 



Tone ii. CKoln) 1. 
A. 



T. 31. tee next Column, 





T. 13 -end. 



i 



hI^H^^ ^ 



^ 



^i S ,.v s 



^ 



M 



S 



-A ^»- 



n=ft 



I 



XT 



« 



Ps. 91. 



■BT 



Tone V. (Bourges.) 

A 




Pi. 92. CA) ▼. l-6j 




i 



ij 



i 



s 



^^ 



Tone V. 13. (ModJ 

A 



^^ 



' |tg^ )| ''o I B 



£/ 



F 



^ 



a: 



a C^ » g 



▼. 6 -end. 





tC»-Mo-^i» /Jg^ii 






I 



XT 



«- 



^ 



Eighteenth Evening. 



m 



Fi. 93. 



i$'"jJ'iL[?JJi i j i 



Tone ▼. (Mo(i.) 2 B. 

A 



IE 



^ 



:8-^ 



^g^ii ^o I bl 



■^ 



Si 



X£ 



«= 



^^ 



^ 



Pi. 94. CA) T 1-7; 



Tone vii. 6. 




m 



■cr 



M o 



i^ 



V 



; I H " g^f II b ^ 



cr 



VI o 



T. 8-15; 




▼. 16-end. 




I 



121 



Nineteenth Morning. 



Pi. 95. (A) r. 1-7; aid OlorU. 



Tone vUl. (Mod) 1 A. 




(B) 



T. 8-eBd;CM4 Gloria.) 




Pb. 96. 



Tone viii. (Mod.) 1 A. 




Fk. 97. 



Tone viii. (Merbecke) 4. 

A f 




Nineteenth Evening. 



Fk. 98. 




i 



Tone iii. (Roman) B. 

A f 



mi ' & %»a 



(i>^> rp i H ariJi^ ^ 



m 






IS. 99. and ^00. , Tone viii. (Merbecke) 14. (Mod.) 

A. 




Ps. 101. 



Tone vi. (Rouen) 14. (Mod.) 




See note p. 104. 



Twentieth Morning. 

Venite A or N. 

Pb. 102. (A) T. 1-13:* Tone iii. l.C. (Mod) 



^ 



m 



¥ 



j^ljj^jjjl ^ 



<^V Pp I M ° ^■^1" t>[ lj ^ 



-o — 



T. 13-22? 



^^ 




P». 103. (A) T. 1-7; 



Tone V. (Bourges) 14. 




[If ' M ^ " 



(B) 



12S 



T. 8-19; 




(C) 



T. 20 -end* 




u J^ri i i u. -H ' II I ^ 






^^ 



» 



«= 



Twentieth Evening. 

I^. 104. (A) T. 1 - 23; 31-eBd. Tone iii. 82. (Mod) 




/ M J J iP I ,, n ° " I 



V. 8. See next Column. 



194 



Twentyfirst Morning. 



Venite D or N. 



Ps. 106. 



Toneiii.4.B. 

r 




Twentyfirst Evening. 



Pa. 106. (A) r. 1-5; 



Tone vi. 3. 




(0 



I's^t H 3 :i »tj- 




T.8-12: 



^ 



e 



^ iu< ^ n 



XT 



T. 13. 5rr n^jc^ Column, 



(D) 



(E) 



Y. 13-42; 




T. 43-46: 



^ H ^*i^^ g ff 



s 



I ^^' ^8 



^ 



a J^ Jl ..igf J^ ,n- 



(F) 



T. 46 and Gloria. 





Twenty second Morning. 

Venite For Q. 

Ps. 107. (Three-note inflezioi).) 

(A) T. 1 - 9; Tone v. (Bourses) 1. C. 



"^ 



T 



tt 



U 1>J JiJ i iM ani'Ju » 



u 



u 



i^t^J I M p £^ 



-»- 



■e- 



« 



(B) 



V. 10-16; 




e 




TT 



H 3 y^ 3 ^j 



| (S>f)(j| K^ ^^ 



^ 



t 



J9L 



Ja *-e 



M »^ f r 



z=9: 



« 



T. 17- 22; 




T. 23. S«« next Column, 



(D) 



T. 23-32; 



126 




( iM|, H J-^ i .rJlJai^rd 



"l!7 



-o — e- 



(E) 



V. 33-41; 




^m 




^^^^^P 



jbC^ 



^eF=» 



J=^ 



^ o_ ' 



« 



(F) 



T. 42- end. 



^ '* nS^ I ^ 1 1 ^^ 



xr 



I 



W^k ^tt[if \ Mv \^ 



^ 



f 



* 



*^ 



»' 



& 



126 



Twentysecond Evening. 



Ps. 108. (Three -note inflezion.) 
(A) T. 1-6; 



Tone V. (Mod) 3. 




j'tijlJ'J»u 



^ 



' )f -o I P I 



grii 



1 



I 



^8-^ 



■o — »■ 



r r r " 



:& 



(B) 



Y. 7-9; 



^ 'i tjjp4^-t^ ^ 






(0 




^ 



3 



^&~^ 



:»^ 



XX 



P 



9 



XT 



:?"xr 



:^ 



s: 



P8. 109. (Three- note inflexion.) 
(A)t. 1-18;' 




^ 



Tone iv. 31. 

A 



5-^ 



^ 



^ 



^^ u ■& 



^^ 



W 



1^^ 



n 



^^ ^J o "I 



Y. 19. 6Vr next Column. 



< ■ ■ 




j*p i i '^H r i^Jq ^ 



T. 29- end. 



|j=B ll M J ri g 




iaU** TJ 



^ 



o u n 



Twentythird Morning. 

I^«j7< C or L. 



I 



«^ 



I 



XT 



XI. 



Ps. 110. 



Tone i. (Bourges) 15. 




Ps. U2. 



Tone iii. 14. B. 

r 




Fn. 113. 



r Tone viii. (Merbecke) 15. (Mod) 



i'' iJ'nSii'hn uy^j 



WA 



^ 



' if 'o I l o i 



- — » 



p—» 



zifc? 



3^ 



oi 



^ e- 



r r r " 



« 



Twentythird Evening. 



P^.114 and 115. 



Tonus Peregrinus B. 

A f 




or (for Ps. 115 only) from r. 9- end. 




M7 



Twentyfourth Morning. 



Venite C or I. 



Ps. 116 and 117. 




j'ij3'^i-| i a 




Tone vi. (Rouen) 1. B. 

A f 



/yQ^B. II 






trri 



Ji" - Jj 1m^J" P 



ft 



XT 



P8.118. (A) r. 1- 18; 29 and Gloria. 



Tone iii. (Roman) 8. B. 

A 




(B) 




^ See note p. 104. 



■■ * — - 



128 



Twentyfourth Evening. 

Pi. 119. T. l-*^4. 



Tone i. 4. 




^? 



S 




xx: 



XT 



i 



f 



P8. 119. T. 25-32. 



'^ 




Tone iii. (Roman) 35. (Mod) 



i 



H ^ ^J ii 



n 



^&- 



m 



^^ 



-e- 



^^ 



Twentyfifth Morning. 

Venite E or M, 



S-^sf- 



IN.119. V. 33*48. 



il s^^ j-d'^-i 



^^ 



Tonus Peregrinus. (Aachen) B. 

A 



T5 



tft^ 



3r 



^ 



^'m^U^iIm ^^ 



^ 



-»-K 



hraJ- 



r-' o^^ 



ft. 119. T. 49?te4. 



^ 



Tone iii. (Roman) 3K. (Mod) 





Fk. 119. T. 6S- 72. 



Jj'r?^^l8 J | 



Tone V. (Bourges) 12. (Mod) 

A r 

y 



H o g o 



J:^ 



" I M 






<»-e- 



z 



s 



P!r-0- 



S 




Twentyfifth Evening. 

P,. U9. y. 73*88. ^ Tone vii. 6. 



S 



T 



g 



^^ 



& o 



e 



?=ep 



¥ 



g 



^pa "^^ l |H[^^ 



«- 



«- 



s 



-gJF 



P ^11 I T 



P 



Ps.ll9. T. 89-104. 



Tone V. (Bourges) 2.B. 




Twentysixth Morning. 

Venite E or M. 



Ps. 119. T. 105*120. 



m 



1 



s 



QJ'ihw 



Tone iv. 31. (Mod) 



^^ 



I ''' h''"'rj,j:,|| | ,^^, ^ 



-e- 




9 






^ See notr p. 104. 



■fti 



Ps. 119. T. I2A36. 



Tone vl.(2n^ Med) 3. (Bayeux) 





9—yi 




P».119.T. 137-144. 



- o -^ i ia f?r" : 



m 



■t 



3£ 



XT 



jjj'a jPJjiH ^ 



Tone viii. (Mod)4. C. 

A , 



xx: 



x^ 



SS* ^^ U^ * N.B.ver.l38. 



Twentysixth Evening. 

PS.119.V. 145*160. 



«=ff 



Tone iii. 1. C. 




.Ph. 119. T. 161- end. 



(» ' j H ° < 



i^ 



Tone X. 



«: 



W 



n: 



'^3' 




go M 



^ 



e 



9" 



<^-r 



?± 



Ml^^^ ;; : 



^ 



gur 



X£ 



120 



Twentyseventh Morning. 

Venite For N. 



Ps. 120 and 121. 



Tone V. (Mo4) 1. A. 

A r 




Tone ii. (Rouen) 2. 

A /- 





Ps. 124 and 125. 

1= 



Tone iii. (Aachen) 25. 



E 



■± /a ^ 






« 



j»; ij i ? j <g I t o 



^^ 



ii"'^^'»>r:fi:: 



^See note p. 104. 



a' 



A.nl 



XE 



■e- 



:t 



in. 



TT 



« 



XT 



130 



Twentyseventh Evening. 



« 



Ps. 126 and 12/. 

I 



Tone viii. (Merbecke) '4. 
A /■ 




Ps. 128 and 129. 

4 



Tone iii. 32. (Mod) 




Ps. 130.(A)t.1-6; 



Tone 1. 18. 




i J ' kJ°J Ji II H 0^" 




I I'lf^UU'lnD 



v-n 



H 



T. 7- end. 




Ps. 131. 





J d ' a '(.•' "o«' II § 



^ 



Tone vi: (Rouen) 1. B. 

A r 



W^ 



^^ 



n 



3 



^ZZ2 



M ,r^o 



^ 



5 



^- 



S 



Twentyeighth Morning. 

I^MiVe E or M. 

Ps.132.(A)t.1-7: Tonevu.2. 




\^^ ''^^n 



u 



jo: 



-» 



^^w^ 



-^ 



^ 



o o 



0= 



2:9: 



Ps. 133 and 134. (Three- note inflexion.) 



Tone vi. 1. 




*S*»e not<^ ]». 104- 



Pb. 135. 



Tone Hi. 4. B. 





Twentyeighth Evening. 

Ph. 136. Tone vii. 6. 



:n 



j'i'gfli^igjj 



S=n 



m 



-e- 



^ 



^ 



«- 



^t:i:»Ji 



ii=S 



^ 



^-^ 



-e- 



^ 



o o 



-&■ 



Pi8. 137. 




i 



ii'ij «'^ 




^d^ 



Tone i. (Monotonic) 1. 



gfrTT 



f^ 



<^^ JJi^^rfSj 



■r^ 



W 




X£ 



TJ 



» J^J 



-o- 



^ 



^ 




^'H'^j^jl^ 



Tone viij. (Merbecke) 4. C. 

A r 



■e- 



11 u 



M 



^ 



^» 



M 



^^ 



&i 



^ 



«=^ 



fi' o o 



xc 



Twentyninth Morning. 



isi 



Venite H or R. 



Ps. 139. (A) T. 1-18; and Gloria. 




(B) 



T. 19 - end . (not Gloria .) 



i 



^ 



ir-» 



W 



W 



-^ 



3X 



VJ 



I* 



i^i^ nsii =^ 



XE 




Tone viii. Otferbecke) 15. (Mod) 



8=8=^ 






«=ff 



fi^^^"^ 



3X 



Or 18 AppXO.H. p. 135. 



Ps. 141. (Thronfliollt.) ^ 



Tone i. 4. 




1S2 



Twentyninth Evening- 

P»s. 142; and 143. (A) r.U6; Tonus Pere^rinus. (Aachen) 6. 




for Fs. 143 only (B) t. 7- end. 




Thirtieth Morning. 

Venite D or O. 



PS..144. (A) T. 1-10; 15, and Gloria. 




s 



Tone viii. (Mod) 1. A. 

A F 



tL> )io » 



g^ r^f ' MEj^g 



M 



tt 



»z 



.A. 



5 



s: 



-e- 



^ 



^^ 



t^-e — o- 



^■ 



^ s, il 



(B) -|-14, 




tt 



^ 



W 



P 



tt 



W 



i 



B=^ 



(gfM ^ IP - 



% 



* See note p. 104. 



P 



it 



42. 



tf' — e- 



2=^ 



w .il 



Pt.l45. 



Tone iii. (Roman) 2. (Mod) 

m — 




Pa. 146. 



Tone V. (Mod) 9. (Mod) 




Thirtieth Evening. 

Ps. 147. (Three-note inflexion.) (A) 1. 1-6; Tone y'm. (Mod) 




(B) 



T. 7- 11. 



^ '' Vj? J J ' ;^^^ 



(Hj H ii|i p p f II to', ^ 'I M "■ 



? 



▼. 12 -end #r<? next Tf^Lgt* 



13S 



(0 



T. 12-end, and Gloria. 




^Jfl °' ''■° 



Ps. 148. (A) T. 1-6; 




^m 



glijj i tj 



Tone V. 10. (Mod) 

A 



m 



°aF=^=rGr 



iJ 



o I l o l 




a 



2e o- 



^ 



« 



(B/ T. 7- end. 




s 



U 'V a u 



e 






« 



I 



] 



XT 



:& 



Ps. 149. 



I'" jJ'rPj':jlil,fl-- " 



Tone X. 



^T^ 





^- ^^gf 



^ 



? 



«- 



„ ! P I '"^ffl^ .. 



P 



Pa. 150. 



Tone viii 2. 




I 
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PROPER PSALMS. 
Christmas Day. Morning. 



Venite A or Q. 



Pi. 19. 



i ^" h^ ' '1 'P j j ^ 



Tone iii. 12. (Aachen) 

A ' 




f!fi(i «qjM eJ 



b l o 



f9=^ 



j:: 



s 







Ps.45. 



Tone V. (Bourges) 1. 

A r 




Ps, 85. Tone vi. (Bayeux) 5. 



s 



^ 



I 1 ,11 ,r i, niN '..-^ 



© 



Christmas Day. Evening. 

Ps. 89. (A) T. 1-36; 61 and Olori*. Tone i. 4. 




Ps. 110. 

h 



¥^ jo'i'tj Jjim '/iil o 



Tone V. (Bourges) 8, 



<g *>j* ^o I b i r3 ,' 



M 



o o 



U" » ^ [J' M 



« 



:i-o- 



Tone vii. 6. 





Ash Wednesday Morning- 

Venite C orR. 



Ps. 6. 



Tone i. 1& 
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Ash Wednesday Evening. 



Ps. 102. 




^ 



1 



^ 



^^-r-k4 — Q FJ S 



m 



^ 



^ 
^ 



\ i?l>-'\\ 



:sl 



Tone vii. 5. 




i9- 



P=5=S 



w 



XJ 



Ps. 32. 



i 



i 



st=» 




^ 



s 



s 



Tone vi. 14. (Mod) 

A r 



W o II 



r?:* 



I«gt .iJi^Q^r 



■T-<9 



tt=^ 



XT 



TT 



fi 



I 



XT 



Ps. 130. 




i 



* 



s 



s 



:» 



?g — ^-i~B 



^ 



^ 



Tone iv. 10. 



a 



It 



^^ 



" M " M ' « H =|c^ 



g 



XT 



3-e- 

^ 



3x: 



Pm. 38. 




m 



^m 



s 



^^^3 



^ 



«-=■ 



^w 



Tone iv. 14. 

A f_ 



Wt 



■n 






■w 



P 



I 



M ^^ J o " 



T 



S 



«== 



XE 



For Pa. 51 in the Commination, see p. 140, and p. 107. 



Ps. 143. 



Tone vi. (Bayeux) 3. 

A 




186 



Good Friday Morning, 



Venite, if chanted, G or L. 



Ps. 22. 



Tone ji. (Paris) 3, 




Ps.40. 




■±^ 



^S 



i 




^fe 



Tone iii. (Aachen) 25. 

\ r 



u 



m 



n ° "i . 






^ 



^ 



^ 



Pfl. 54. 




V'tJ^ili-i"H-^ 



Tone iv. 14. 



s-» 



S^ 



^^ 



~ u [ ■ ■ -a-i:=i::jzz 



tt 



i 



3£ 



2 



^ 



g-TT 



XC 



Good Friday Evening. 



Ps. 69. 




^m 



yJ JT^ : 



Tone iii. 22. 



bl i g .&4 



i^v jj i ^^ o >r]||M ,r3...» 





Ps. 88. 



Tone i. 7. 



^^ ji'i^fljj ii iiijluyj,jj 




\ 'Mi'M j,P | M | ^ ^ 



i 



Patf«« ^i/ore the Gloria. 





1. Easter Anthems. 



Tone iii. 12. 



^^ 



« 



W 



« 



t 



^ 



o >nl 



>VriM " ^ I '^i 



XT 



-O- 



S=S 



«-^ 



.iX 



P 




n^ 



Tone V. (Bourges) 6. 




3. 



it 



Tone vii. 6. 



\ fi'}W 



^ 



niu. m 



TT 



^ 



W 



ff 






& 



^pM^^ EJ | | M^" I 



1^ & 






-o- 



s 



Tone viii. (Merbecke) 4. 




iS7 



Easter Day. Morning. 




Tone X. 



M 



j a jal Q 



P 



«-f 



^-* 



^^m 




fi o lo l 



f MCj^pi r 




Bt^ 



XT 



znx 



^=°= 



X£ 



Ps. 67. 



Tone vi. (Regius) 3. 



i' ii'nJ^ii\ \ ^V^^j^u^^ \ 



(£?L JJ i ^ 




s 



o " 



XT 



\3 



Tone viii. (Merbeck^ 1. A. 

A r 




I 
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Easter Day. Evening. 



F*. 113. 




i 



^m 



m 



XT 



B 



-« 



ja 



^^ 



TJ 



& 



»■ 



m 



m 



i 



s=& 



Tone vii. 6. 



% 



«^ 



XI. 



II 11 



^11 



Ascension Day. Morning, 



Venite F. 



Ps.S. 




CTT 



^ 



tl {ilj'j l ti Jiij 



Tone V. (Bourges) 1. 

A F 



3£ 



* 



tt Q I i oi 



s 



■«■ 



^ 



I 




o o 



XE 



I 



S 



a: 



Ps. 114. 



Tonus Peregrinus. B. 

A f 




f^ 



■■9 



S 



w 



^^ 



BtSttt 



&:£ 



^?: 



P-^ 



S 



s: 




Pfl. 118. 




ji'H {3ji]-i^}-^ 



Tone V. (Bourges) 2. B. 

A ^ 



^r-^ 



^ 



' j| "o I l ol 



m 



i 



JX 



[:/" C/" 



« 



^^o" 



•*■ 



« 



Ps. 16. 




j_g ^ H^^ 




^ 






Tone iii. 27. 



=^ 



.i^ i °'ni^Fff^^- 



gjjj 



^ 



Pb. 21. 




^ A 



Tone V. (Bourges) 9. (Mod) 

A f 



^ 



'^ ^o I 'Id =5 



i 



-o — ^>— o^ 



U* " [1/ 



t-^ 



s 



i 



Ascension Day. Evening. 



Ps. 24. 




^^ 



^^ 



^^5 



Tone vii. 2. 



UVb It 



££ 



9- 



a 



XC 



^ 



1 



iS 



II o 



£:^ 



»li 



XL 



f 



iQr 



xx: 



Ps. 47. • 




2t«Z±2S 



Tone viii. (Merbecke) 2. 



«=;j^ 



w 



^-TT 



^tf 



fr^:^ 



/ ;r- M [iJ'Pip ii ^Q^ 



t^ 



TTH 



<9 O O 



■«- 




Ps. 108. (Three-note inflexion.) 



-ms 



zst 



U !]^ i J II H gl'J 



Tone V. (Bourses) l.C. 

A , 



«-Tr 



l i *^o I M 



^ 



^ 






« 



^-tr 



« 



Whit - Sunday. Morning. 

Venite D or O. 



1S9 




Tone vii. 2. 



tjj.'^ B I I 



lll'l^tllllll 




l^i^ 



Ps. 68. 



Tone viii. (Merbecke) 2. 

A 





Whit - Sunday. Evening. 

P»- .104. Tone iii. 12. 



^ 




1^ 



« 



I '-' '/'''''„ 'UL^ 



^ 



^ 



Ps. 145. 



Tone X. 




1. Miserere Mei. pb.5i. 



Tone vL 14. 



i '"^" J/)'8-'Pj#^'j^ 



r ' u ^^^t'% 



^ m 



3X 



^qi^- lM,nj^ 



s 



s 



sx 



1 ^ .i J ' yi JP'Bit J,; 



Tone vi. (Roueii) 9. B. 

A ^ 




gig jV 8 ii 



tj'i .iJ i ^^r"-^i>..P.n].. 






i 



XT 



^Or^. 5fp a/*o P#. SI in the Ptalter, but observe a iUght variation 
in (he words of verse 9* 

Appendix of Gregorian Tones. 

1. ^ Tone i. Ambrosian Ending. 



^^iji'll 



<^jy ^ J J ■ " » 



M ^" 



-BL' U g. 




^ra 



Tone iii. Solesmes.A. 

A r 



zzzrfz " ^ ^* 



=a 



:» 



/: 







Tone iii. (French Med) Solesmes.B. 



» 



:^ 



o^i.& 



M j w 



^ 







4. 



^ i^'{(jP 



4 



2=B 



^ 



la 



xx 



Tone iv. French. 



« 



^ 



(g» ij ■ H >ri 



w 



xa 






5=^ 



^ 



Tone Iv. (late) Short Med. 





Tonus Peregrinus. Sarum. (Short Med) 

A r 



s^^ 







.\ M>T^. for Harmonies to the rest qf the Gregorian Chants in the Appendix of the Choir Edition, see"Organ Harmonies for the Chregorian I^alm 
^ Tones'' by A, H. Brown. (Crerar and Smith.) See also note to Appendix in the Choir Edition. 
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